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CHAPTER I

INTRODUCTION

History of the Term "Sonata"

A common, yet frequently ambiguous term, the word

"sonata" possesses a rich and varied history of meaning.

Originally, it was used to distinguish a work that was

sounded by instruments from one that was sung by voices,

with no implication of structural form attached to the word

itself.1 Seventeenth and early eighteenth century sonatas

could easily have been entitled "toccata," "prelude," or

capriccioo." The broad application and concept of the

term at this time is evident in the following definition

cited in an eighteenth century German musical dictionary by

J. G. Walther: sonata--"a grave, artistic composition for

instruments, especially violins.o Not until the end of

the Baroque Era did the term "sonata" begin to be associated

significantly with form.4

F. E. Kirby, A Short History of Keyboard Music
(New York, 1966), p. 73.

2William S. Newman, The Sonata in the Baroque Era
(Chapel Hill, 1959), p. 22.

3J. S. Shedlock, The Piano Sonata: Its Origin and
Development (New York, 1964), p. 7.

4Newman, The Sonata in the Baroque Era, p. 22.

1
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Finally crystallizing into a scheme with definite

structural designs, the sonata of the Classic Period rose

to a place of great prominence, becoming the most important

form of the time. The term now implied a two, three, or

four movement instrumental composition with the three move-

ment, fast-slow-fast arrangement most commonly employed.

Also during this period, the concept of the sonata, sonata-

allegro, or first movement form emerged. This is a label

which often results in a confusion of terminology. It is,

therefore, important that the sonata principle, i. e. sonata

form, always be recognized as a separate and distinct idea

from the sonata itself.

As with any workable art form, the sonata that fit so

well the specifications of the Classic Era was able to be

transformed into an at least useful nineteenth century form.

Some composers of this period worked adequately with the

existing structure or added other dimensions and refinements.

And some brought to the family an altogether new contribu-

tion, the one-movement sonata. Never again, however, has

the sonata really commanded the attention it did in the

late 1700's and early 1800's. Robert Schumann wrote in

1839, after he had already composed two piano sonatas, that

although from time to time fine specimens of the sonata

species made their appearance, and probably, would continue

to do so, it seemed as if that form of composition had run



3

its appointed course."5 Apparently other writers shared

this feeling, for Charles Soullier in his Nouveau

Dictionnaire de usique Illustr wrote: "La sonate est

morte avec le dix-huitieme siecle qui en a tant product"6

--the sonata is dead along with the Eighteenth Century that

produced so many of them.

Thus, the sonata as it entered the twentieth century

carried with it an assortment of structural implications,

gathered from a long evolutionary process, and a rather grim

prediction of a not too successful future. The sounding of

the death bell for the sonata, however, appears to have been

a premature judgment, and the question proposed by J. S.

Shedlock in the late 1800's--"Shall we be able to say 'La

sonate est mortel Vive la Sonate!' Time will tell"7 --is

receiving an affirmative answer from a large number of

modern composers.

In some ways a contemporary enigma, the sonata today

has no specific definition. At times it succeeds the late

Romantic sonata as a one-movement, highly unified composi-

tion. Composers of the twentieth century have, in fact,

shown a preference for this type.8 In other cases, the

5Shedlock, p. 208.

6Ii.,p. 220.

71bid.

8Karl Eschman, Changing Forms in Modern Music (Boston,
1945), p. 142.
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sonata fulfills a Classic role, utilizing several contrast-

ing movements as well as the sonata or first movement form.

And in still other examples, this form retraces its develop-

ment some three and a half centuries to the time when the

word implied any composition for instruments. Many con-

temporary sonatas combine elements from all of the preceding

periods.

Modern composers, therefore, tend toward a free inter-

pretation of the meaning of sonata, and, consequently, a lack

of uniformity in the contemporary usage of the word results.

This lack of uniformity, which has grown with each decade,

is evident upon a comparison of two late 1940 compositions,

the Samuel Barber Sonata, Op. 26 and the Sonatas and

Interludes for prepared piano by John Cage. Although both

titles contain the same generic term, the works are quite

dissimilar in their formal make-up. The Barber composition

is treated in a Classic manner, being set in four movements,

the first of which employs the conventional "sonata form."

Dissonant and highly chromatic, it, nevertheless, retains

an eb minor tonality. An entirely different conception of

"sonata," the Cage work consists of sixteen very short, atonal

pieces, each designated *sonata." These Isonatas" are inter-

rupted periodically by "interludes." Bearing little resem-

blance to the sonatas of the late eighteenth and nineteenth

centuries, the Sonatas and Interludes are indeed a return

to the early Baroque definition of sonata.
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Problems of the Modern Sonata

Because of the inconsistent use of the term, there is

some doubt among contemporary theorists and musicologists

as to whether the sonata today exists as a form or only as

a meaningless title. Causing further uncertainty is the

allegation that the sonata, whose beginning coincides

approximately with that of tonality, is essentially a tonal

structure, and any departure from tonality prevents an

accurate usage of the word. Since this departure is a most

distinguishing feature of contemporary music, proponents of

the *sonata implies tonality" theory hold that there is, in

effect, no modern sonata. After devoting three extensive

volumes to the history of the sonata idea through the

Romantic Era, William S. Newman, has deferred the evaluation

of the contemporary sonata indefinitely, allowing that:

Up to the late 1930's one could still treat
'Modern' music primarily as a tonal phenomenon or
departure. And even up to the early 1950's one
could still treat it rationally, in established
terms, although by then less as a tonal than a
textural and syntactic problem. But since the
early 1950's, at least for those not to be hood-
winked here and there by the 'emperor's clothes,'
what positive, genuinely musical tangibles have
remained that are still capable of generalization?

To be sure, the term 'sonata' itself continues
to be applied. . . . This fact means that we still
could continue at least with our 'semantic
approach.'9

Newman states, however, that his over-all definition

9William S. Newman, The Sonata Since Beethoven (Chapel
Hill, 1969), pp. 3-4.
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of the sonata10 is no longer valid, and it was this

definition that served as a foundation for his "approach"

for the study of the sonata. He further declares that:

Whatever more constructive forces have moved
in in its place, the 'sonata' in our definition
has been undermined at its core by the dissolution
of music's very building blocks and by the abandon-
ment, destruction, or exhaustion, whether delib-
erately or unwittingly, of nearly everything that
previoyly had determined the sonata's styles and
forms.

Others besides William S. Newman are equally convinced

that the sonata is inextricably bound to tonality. In a

speech to the International Conference of Composers in

August of 1960, Iain Hamilton stated that, "As we no longer

consider tonality to be the overriding power, it is no

longer logical to employ those forms, sonata, rondo, and

fugue which are reliant for their true meaning on it."12

Thus, in the minds of more than one contemporary

musician the sonata is an essentially tonal structure;

related keys tie movements together as well as become a

frame for the first movement form. It is possible, however,

10Cf. Newman, The Sonata in t hBaroqu Era, p. 7: "The

sonata is a solo or chamber instrumental cycle of aesthetic
or diversional purpose, consisting of several contrasting
movements that are based on relatively extended designs in
absolute' music."

11 Newman, The Sonata Since Beethoven, pp. 3-4.

12Hans Keller, "The Symphony and Sonata Today - Part I,"
The Music Review, XXII (February, 1961), 52.
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to view the structure of a sonata apart from tonality.

Hans Keller in an article for The Music Review, February,

1961, wrote that the sonata exists independently of an

atonal or tonal label. Its distinguishing feature, rather,

is the "large-scale integration of thematic contrasts." 1 3

After all, did not the Romantic composers seize upon the

idea of thematic transformation as a way of unifying the

sonata, and was it not this feature that gave the sonata

whatever life it had during the last half of the nineteenth

century? It would seem, therefore, that the thematic

structure of the sonata is at least as important as the

tonal scheme, if not more so.

With this possibility in mind and with the recognition

that composers continue to employ "sonata" as a title, a

study of the contemporary sonata seems both useful and

valid.

13Ibid., p. 52.



CHAPTER II

THE PIANO SONATA IN THE UNITED STATES

Before 1900

Gaining independence from England in 1776, the United

States was yet in infancy when the sonata was at its peak

in Europe. That the number of sonatas produced in so young

a country was negligible is, therefore, understandable.

That the musical life of a country formed mainly by immi-

grants from Europe was greatly influenced, if not controlled,

by European musicians and standards is also understandable.

In the nineteenth century this European influence was

largely German. Little was written during this period that

was not the work of either German-born composers who had

immigrated to the United States or American-born composers

who had studied with German teachers, whether here or

abroad.1

The earliest known set of keyboard sonatas written in

the United States was not, however, the work of a German.

It was an Englishman, Alexander Reinagle (1756-1809), who

first contributed to this form in America. These sonatas,

1William S. Newman, Th Sonata Since Beethoven (Chapel

Hill, 1969), p. 735.

8
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though, have remained unpublished.2  Other important com-

posers of sonatas during the early 1800's were Jemes Hewitt

(1770-1827) and Benjamin Carr (1768-1831). Stylistically

these men were quite similar. Both were Classically

oriented, and both showed a certain naivete in their com-

positional styles.3

After a wane in the production of sonatas from 1821-

1856, American composers once again began to devote at

least some time to this form. Of particular interest for

its embracing of a programmatic idea is a work by Smith

Newell Panfield (1837-1920) entitled Poem of Lie, Pieces

in the Form of a Sonata. Each movement has a separate

title:

"Parnassus" (Allegro moderato, Eb)
"The Vale of Romance" (Adagio, c)
"The Cascade of Pleasure" (Schgro and trio, C)
"The Stream of Time" (Rondo, E )

This sonata reveals a definite Mendelssohnian influence.

Another composer of this period who also exhibits this

quality was Stephen Albert Emery (1841-1841).5

Easily the most important American composer before

World War I, Edward MacDowell contributed four sonatas to

2F. E. Kirby, A Short History of Keyboard Music
(New York, 1966), p.

3Newman, The Sonata Since Beethoven, p. 741.

4lbid., 754.

51bid.
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the field of piano literature:

Sonata Tragica, Op. 45, g/G
Sonata Eroica, Op. 50, g
Norse Sonata, Op. 57, d
Keltic Sonata, Op. 59, e

These large Romantic works have certain literary associations

and are written in a grand, epic-like manner.6 Gilbert Chase

has suggested that the MacDowell sonatas, especially Opera 57

and 59, are best appreciated as "bardic rhapsodies." In

keeping with the European practices of this period, these

sonatas are given a cyclic treatment.8 Even though MacDowell

incorporated much dissonance and chromatic coloring, his

style is, nonetheless, conservative.9

There were other Americans besides MacDowell who wrote

sonatas in the late nineteenth century--Ernest R. Kroeger,

Carl Adolph Preyer, Louis Campbell-Tipton, and Percy Goetschius,

to name but a few. In the main, however, the sonata during

this period suffered the same neglect and criticism in the

United States that it did in Europe. Evidence of this

criticism is found in an article written in 1891 by H. T,

Finck, an American critic, which advises against the com-

posing of sonatas for "the sonata form is too complicated

and artificial to contain the new ideas of our time."

6Kirby, pp. 376-377.

7Gilbert Chase, America's Music (New York, 1966), p. 360.

8Kirby, p. 377.

9Newman, The Sonata Since Beethoven, p. 765.
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He also argued that it was too hard to interest the public

in sonatas.10  Nevertheless, the sonata outlived its critics

in the United States just as it did in Europe.

1900-1945

The twentieth century shows the United States gaining

musical maturity, and along with this maturity came several

significant changes: a decline in the influence of German

musicians and a turning to French teachers and methods; an

effort among American composers to develop an *American

style*; and an influx of many European composers into the

United States.11

Charles Ives (187 4-1904), a man whose contributions to

the development of music in the United States are phenomenal,

is regarded by many as the "true pioneer in American con-

temporary music."1 2  Of his three sonatas for keyboard, two

are large, monumental works. The first sonata was originally

written in seven movements; only five of these, however,

remain today. The second sonata, known as the Concord

Sonata, has certain philosophical associations and is set

in four movements, each bearing a different title: *Emerson,"

"Hawthorne,'" '"The Alcotts," and "Thoreau.' Anticipating

10___ .. 737.

11 Kirby , p. 444.

12Hans Keller, 'The Symphony and Sonata Today - Part I,"

The Music Review, No. 1 (February, 1961), p. 52.
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music of a later time, this sonata incorporates such devices

as polytonality, irregular meters, and chord clusters.
13

Ives rarely employs the usual means of organization. Accord-

ing to Gilbert Chase, Ives did not intend to write a con-

ventional sonata and attached the name "sonata" only for

want of a better word. Like many twentieth century sonatas,

the Concord Sonata has "organic form, based on thematic

unity, structural parallelism, motival development, repeti-

tion, and variation.14

Influenced slightly by German Romanticism and Russian

Orientalism and a great deal by French Impressionism, Charles

Griffes (1885-1920) is regarded as another important early

twentieth century composer.15 His only piano sonata, which

was written in 1918 and revised in 1919, is one of the first

compositions written in what is now regarded as the Oon-

temporary idiom.' Chromaticism, oriental, Scriabinesque

effects, and experimentation with new harmonies are partly

responsible for this distinction.16

Probably the best known piano sonata written before

1945 by a composer from the United States is the sonata by

13Kirby, p. 445.

14Chase, p. 426#

15John Tasker Howard and George Kent Bellows, A Short

History of Music in America (New York, 1967), p. 232.

16John Gillespie, Five Centuries of Keyboard Music

(California, 1966), p.
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Aaron Copland (1900- ). A leading figure of the twentieth

century, Copland is a product of the French tradition, hav-

ing studied in Paris with Nadia Boulanger.1 7 His Piano

Sonata, however, is more than a synthesis of the French

"contemporary galant* style for it was written later in

his career (1939-41) after he had begun to develop his own

style. Having little in common with the conventional

sonata--a three movement scheme and a very free first move-

ment form, this sonata is music that is "stable, detached,

well-made and independent."1 8

1945-1970

The state of music in the United States since 1945 is

indeed a difficult one to survey, primarily because of the

diversity of the "American style." Virgil Thomson accu-

rately expressed the situation in an article for the

New York Herald Tribune in January, 1948: "The way to

write American music is simple. All you have to do is be

an American and then write any kind of music you wish.

There is precedent and model here for all kinds . ..0.wi

Writers today have many categories and labels for American

17Kirby, p. 449.

1 8Ibid. , pp. 449-452.

19Joseph Machlis, American Composers of Our Time
(New York, 1963), p. xiii.
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composers, and almost all systems of classification include

the following: eclectics, nationalists, neo-classicists,

neo-romantics, twelve-tonists, and the avant garde. All of

these trends are represented in the piano sonatas that have

been composed since 1945.

The period extending from 1945-1950 seems to have pro-

duced the greatest number of large, important piano sonatas;

at any rate, these are the sonatas that have become part of

repertoire of contemporary pianists. From this period come

the sonatas of Samuel Barber, Elliott Carter, Norman Dello

Joio, Leon Kirchner, and John Cage. Other lesser known works

that were added to sonata literature during these years are

those of Ross Lee Finney (Christmastime), George Antheil

(Sonata #4), Harold Shapero (Three Sonatas, 1949), Louise

Talma (Sonata #11), Alexei Haieff (Sonata, 1949), and

Andrew Imbrie (Piano Sonata, 1947). Many diverse styles

are manifested in these sonatas. Neo-classicism, for example,

is especially evident in the sonatas of Sessions, Carter, and

Dello Joio. The sonata of Dello Joio, however, shows certain

romantic inclinations, as does the one of Samuel Barber. The

avant garde is adequately represented by the Sonatas and

Interludes of John Cage. Of special interest is the obser-

vation that most of the composers who wrote large sonatas

from 1945-1950 have contributed very little, if any, to this

genre since 1950.



15

Unlike the sonata composers of the late forties, many

of those writing in this form since that time have contributed

several sonatas to the pianist's repertoire. A descendant of

020
the French "contemporary galant, 2 Vincent Persichetti has

written more than eleven piano sonatas since 1949.21 Alan

Hovhaness has also written several sonatas, most of which

carry unusual descriptive titles. James Beale, a composer

who seems to be little known, has had seven sonatas published

since 1949.22

Most of the sonatas written since 1950 have been three

or four movement works. Some composers, however, have

shortened this form and attached the title "Sonata Breve"

(Ray Green, Benjamin Lees). Another popular form, the

"Sonata Fantasia" is used frequently by modern composers.

Ingolf Dahl, Ross Lee Finney, and George Rochberg have com-

posed such pieces.

Undoubtedly, certain sonatas from the fifties and six-

ties, such as those of Carlisle Floyd, David Diamond, and

Peter Mennin, will some day share the same place of distinc-

tion that the Barber and Carter sonatas now enjoy. Probably

none, however, will receive the attention given a sonata of

20Kirby, p. 449.

21G. Maurice Hinson, "Published Piano Sonatas and

Sonatinas by American Born Composers, 1900-1960," American
Music Teacher, X (July-August, 1961), 11.

22Ibid., p. 10.



Mozart or Beethoven. There is today a regrettable neglect

of the performance of piano music by contemporary American

composers. Concert artists, by and large, are interested

in playing only the masterworks--pieces with which the

audience is familiar.23  As Norman Demuth has written, "The

American genius for publicity seems to have failed where her

music is concerned."24

Trends in the Contemporary Sonata

While the sonata in the contemporary period does not

imply a specific structure, it has, nevertheless, evolved

certain internal characteristics that could distinguish it

from its earlier forms. One of the most important of these

characteristics is dependence upon motivic play rather than

phrase grouping as a means of construction.2 5 The following

examples furnish an illustration of this trait.

Fig. 1O5Beethoven, 3P.5, first movement, measures 1-4

23A. Walter Kramer, "American Piano Music: The Music

Nobody Plays," Musical America, LXXIX No. 8 (July, 1959), 12.

24Norman Demuth, Musical Trends in the Twentieth Century

(London, 1952), p. 246.

25William S. Newman, Understanding Music (New York, 1961),
p. 153.
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Fig. 2--Sessions, Sonata No. 2, first movement,
measures 1-4.

Basic motives are at once evident in the Beethoven excerpt;

these motives, however, function as a group. They are bound

together and constitute a phrase. The excerpt from the

sonata by Roger Sessions, on the other hand, reveals a dif-

ferent method of construction. Here motives operate as

separate units. When the first method of construction, that

of phrase grouping, is used in a composition, the result is

usually a sectionalized work of more than one theme. Often

this type of writing displays a broadly conceived tonality

and slow harmonic rhythm. Sonatas built motivically, however,
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generate features quite the opposite. They frequently ex-

hibit a monothematic, running style with rapid harmonic

rhythm and constant tonal change.26 Thus, motivic construc-

tion accounts partly for the fluctuation in tonality, the

rhythmic irregularity, and the incomplete melodies so often

incurred in modern music.

Another evolutionary aspect of the twentieth century

sonata concerns the development section of a first movement

form. This section now receives more attention and, in some

instances, has been enlarged to include even the exposition

and recapitulation.27 In addition, much overlapping is found

in the modern piano sonata, a feature anticipated in the

development section of earlier sonatas where cadences were

often concealed or did not exist at all. Other distinguish-

ing characteristics of the contemporary sonata include the

tendency to interlock movements, the infrequent use of

bridges,28 and a greater rhythmic drive which is the result

of pulse rather than meter.29

26William S. Newman, T Sonata in the Classic Era
(Chapel Hill, 1963), p. 113.

2?Karl Eschman, Changing Forms InModern Music (Boston,
1945), p. 145.

28 Ibid.., pp. 143, 149.

29Newman, Understandin Music, p. 154.



CHAPTER III

BRIEF ANALYSES OF EIGHT REPRESENTATIVE PIANO

SONATAS WRITTEN BETWEEN 1945-1970

Samuel Barber Piano Sonata, Op. 26

Commissioned for the 25th Anniversary of the League of

Composers, the Piano Sonata in Eb Minor, Op. 26, of Samuel

Barber is perhaps the best known piano sonata written in

the United States since 1945. F. E. Kirby has called it

the "outstanding work of its kind produced by an American

composer."1

Samuel Barber is undoubtedly one of the most important

of the contemporary American composers. He is a product of

the Curtis Institute of Music and the American Academy in

Rome.2 As many of his early works contained expressive

traits evidenced in late nineteenth century German music,

he quickly acquired the label "Neo-Romantic," a label that

continues to be applied.3 With the Piano Sonata of 1948,

however, Barber began to move away from the extreme

1F. E. Kirby, A Short Histry of Keyboard Music (New
York, 1966), p. 453.

2Arthur Edwards and W. Thomas Marrocco, Music in the
United States (Iowa, W. C. Brown Co.), p. 113.

3Kirby, p. 453.

19
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romanticism of his earliest style.

Traditional in its formal structure, the sonata con-

sists of four movements: "Allegro energico," "Allegro

vivace e leggero," "Adagio mesto," "Allegro con spirito."

The first movement adheres strictly to sonata form; meas-

ures 1-60 constitute the exposition, 61-120 the development,

121-177 the recapitulation with a coda beginning at m. 164.

The first thematic group is strong and highly chromatic,

whereas the second is more lyrical.5 Gifted in motivic

transformation and development, Barber uses four main

motives to build and unify this movement.6

Fig. 3--Samuel Barber Sonata, Op. 26, first movement,
measures 1, 21, 17, 45.

These motives, which are themselves thematically related,

appear throughout the movement in various disguises.

Barber's reliance upon and mastery of counterpoint is

4 Nathan Broder, "Current Chronicle- New York,"

Musical Quarterly, XX(April, 1950), 276.

5Kirby, p. 453.

6Broder, p. 276.
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evident throughout. His melodies are expressive and contain

all sizes of intervals.7 Intricate, difficult rhythms, so

typical of Barber's compositions, are also characteristic

of this movement.

An unusual feature of the "Allegro energico (and also

of the third movement) is Barber's treatment of a tone row.

"In Barber's hands the twelve-note row comes to life as an

interesting and attractive aid to musical formulation."

His approach to the tone row is melodic, and his interest

lies in musicality rather than a "rigid, complete row."8

Several rows can be found in the opening movement, most of

which are formed by the repetition of groups of notes, as

in the following example:

LTin- L ~l
nb Iw as1 !

Fig. 4--Samuel Barber Sonata, Op. 26, first movement,
measure 9.

Measure 20 furnishes the only example of tone row that is

7Edwards and Marrocco, p. 114.

8Hans Tischler, "Barber's Piano Sonata Op. 26," Music
and Let ers, XXXIII # (October, 1952)9, 32-353.
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not derived from some kind of internal sequentiation. Often

the twelve-tone technique is used in combination with some

other means of construction.9 Furthermore, it functions

within a recognizable tonality.

A humorous, light-hearted scherzo, the second movement

is not as imposing as the others. It is also less rhyth-

mically complex and less chromatic. Formally, the movement

appears to be in an ABA'B'A" form. It has a key center of G

and makes no attempt at duodecaphonic writing. Nearly all

of the movement is composed in two voices.

One of Barber's most outstanding compositional char-

acteristics, his lyricism,10 prevails throughout the third

movement. Poignant, even tragic, this movement is largely

conceived as a solo and accompaniment and is cast in an ABA

form. Like the "Allegro energico," it uses twelve-tone

writing. The first row is found in measure 1 and serves

as an introduction to the solo which enters in measure 3.

Another row is presented in measure 5. Together, these rows,

which are sometimes altered or partially presented, function

much like a passacaglia.1 1  Barber's use of the tone row in

this movement has been described as "original and a real

9Tischler, p. 353.

10David Ewen, The World of Twentieth Century Music
(New Jersey, 1968), p. 15.

11 Tischler, p. 353.
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contribution to contemporary technique."

Fig. 5--Samuel Barber Sonata,Op. +third movement,
measures 1-5.

The finale, Allegro con spirito, is a toccata-like,

three-voice fugue. Long and figurative, the subject is

constructed in two sections: 1 2

AL

Li

f" u Foo, lAlh6
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W- 1 1 a a Wa 1
low

Fig. 6--Samuel Barber Sonata, Op. 26, fourth movement,
measures 1-3.

12 "Abstracts: Some Remarks on the Use of Twelve Tone
and Fugue Techniques in Samuel Barber's Piano Sonata by Hans
Tischler," Journal of the American Musicological Society,
V (Summer, 1952), 177-"~.
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In measure 41 the two sections combine to form a double

fugue. Much of this movement displays certain jazz ele-

ments; the countersubject, for example, closely resembles

a standard jazz pattern. The fugue contains five develop-

ment sections, each of which uses many of the learned

contrapuntal devices. These sections are separated by

episodes.14

Skillful at motivic development and transformation,

Barber achieves a great unity in this sonata. In fact,

this skillful motivic manipulation as well as humor and

overall dramatic effect have caused some writers to compare

this sonata with those of Beethoven.15 And because of its

Beethovian concentration, seriousness and mastership, Hans

Tischler writes that this sonata is "worthy of taking a

place along side the great works of its category."16

John Cage Sonatas and Interludes

John Cage (1912- ) is perhaps the most revolutionary of

the post-war composers. His influence is felt both here and

in Europe, an honor not shared by many American composers

13Kirby, p. 453.

14Tischler, p. 353.

15John Gillespie, Five Centuries of Keyboard Music

(California, 1966), p. 415.

16Tischler, p. 353.
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most of whose reputations do not extend beyond the bound-

aries of the United States. There are some, however, who

feel that Cage's influence is probably more important than

his compositions. Arnold Schoenberg, with whom Cage studied,

said of him, "He is not a composer but an inventor--of

genius.017

Works of Cage can be divided into several categories.

His earliest compositions did not stray too far from tradi-

tional methods; instead they relied on both tonal and

serial means of organization.19 This approach was soon dis-

carded, and there followed a period in which he experimented

with intricate rhythmic structures as the bases for composi-

tions (1939-1956). Overlapping this time of rhythmic experi-

mentation was a period of expressiveness (1938-1951).20 It

was during these two periods that the Sonatas and Interludes

(1946-1948) were composed. Since the early fifties Cage has

17Peter Yates, "Introductory Essay," Some Twentieth
Century American Composers, A Selective Bibliography (New
York, 1959), .20.

18Peter Hansen, An Introduction o Twentieth Cent
Music (Boston, 1967) ,P. 391.

19 Wilfrid Mellers, "Music in the United States,"
Twentieth Century Music (London, 1968), p. 248.

20Don Heckman, "The Sounds and Silences of John Cage,"
Downbeat (May 7, 1964), p. 22.
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tried many approaches to composing. Of particular impor-

tance is his experimentation with aleatoric music. John

Cage has adopted many of the philosophies of the Orient

during his last twenty years of composition, and one of the

most important influences on his musical thought is an

Eastern book of ethical values, the I h or Book of

Changes. The ideas in this book deal with the constant

change that underlies all existence.21  Undoubtedly Cage's

music of chance is a result of his preoccupation with

Oriental thought and culture.

The Sonatas and Interludes resemble in some ways the

sonatas of Domenico Scarlatti.22  These pieces are short and

not at all like the classical sonata in construction; many

are binary with repeats. The most obvious differentiation

between these sonatas and the more traditional piano sonata,

however, is the instrument on which the sonatas are to be

performed, for it is to be "prepared." The work calls for

an assorted quantity of screws, nuts, bolts, and rubber

devices to be affixed inside the piano. According to Cage,

"The need to change the sound of the instrument arose

through the desire to make an accompaniment without employ-

ing percussion instruments." 23  The pitch created by the

21Heckmann, p. 20.

22Virgil Thomson, "John Cage Late and Early," Saturday
Review, XLXXX (January 30, 1960) ,38.

23H. H. Stuckenschmidt, Twentieth Century Music (New

York, 1969)., p. 217.
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prepared piano doesn't correspond to the actual notes in

the music, and the effect is quite unusual. It is a mixture

of thuds, pings, and bongo-like sounds assembled in a rhyth-

mic, sprightly manner. Arthur Berger has compared the pre-

pared piano to a one-man jazz band.24

Sixteen sonatas and four interludes comprise the entire

set of Sonatas and Interludes. The pieces, which are for

the most part non-thematic and non-harmonic, are built on

ragas and talas. Some resemble Polynesian sounds, some

"hint at disembodied jazz." 25  The sonatas are not without

unifying devices; rhythms and rhythmic units provide some of

the pieces with a formal structure. Cage employs the square

root of the number of measures in a piece (repetitions in-

cluded) to relate the phrases, periods, and entire composi-

tion.26 Cage himself has explained the structure of

"Sonata IV."

"The rhythmic structure is 10 times 10
measures (=100), divided 3, 3, 22 Csic].. That is:
each 10 measures is phrased (or rather structural-
ized) 3, 3, 22 [sic] , and the whole composition is
3 tens, 3 tens the repetition), 2 tens, 2 tens

24Ewen, p. 138.

25wilfrid Mellers, "The Avant-garde in America," Pro-
ceedings from the Royal Music Association (1963-64), p. 7.

26Virgil Thomson, "Atonality Today," Etude LXIX

(November, 1951), 19.
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(also repetition), so that the square root.
idea is here fused with the familiar AABB
structure.2? (See Figure 8.)

John Cage's style is basically linear; two-part writing

is found throughout most of the work. Occasionally he in-

corporates certain contrapuntal devices. "Sonata VIII"

furnishes an example of an augmented retrograde inversion.

Fig. 7--John Cage Sonatas and Interludes, "Sonata VIII,"
measures 2, 8-10.

Because of the sound produced by the prepared piano, Cage

is able to achieve special rhythmic effects by the inclusion

of measures of repeated notes, trills, and arpeggiated figura-

tion throughout the sonata. Silences are often used for

dramatic effect.

Many adjectives have been accurately used to describe

these pieces; among these are beautiful, therapeutic,28 and

monotonous.29 John Cage has himself called the Sonatas and

27Ibid.

28Mellers, "The Avant-garde in America," p. 7.

2 9 Thomson, "John Cage," p. 38.



I

K

I
I

I

K

Co

0

0

'-i

p

'4

seeti nfs

IC

L

11

ICC

I

I

I

Co'

0-

U

I

i
)

Ut

0

1I
11 

1

~1

V
I

'CC'

H-
S

I

S

9

LA

waKm H

29

I

PIi
Cd
0)

_ tf~

kI

11

1
11t

11

t4.4*1

ki

i
f

0

I

i m

ro 62

,measureof

I



K
4

F-

LL

P

S

LA
S

i

q

*

I

I

T

cIJ
4)

05
0
0
H

-2Lsections of

L4

J

I

4::

30

mLeaure .

ONN os

C0

I
41m

A
I
q

C7

1)

r4

-P

co
00

I
(D2

0
0-

4

I

0

I

I

rO~

-)

0,

0

z

H-

0
co

aIs
0

,4

0

00

0

bO
(rI
0T-

FX r

Mal

w b ol

TIO

Io L-qd-



31

Interludes Oan attempt to express . . . the 'permanent

emotions' of the Indian tradition: the heroic, the erotic,

the wondrous, the mirthful, sorrow, fear, anger, the odious,

and their common tendency toward tranquility."30

Elliott Carter Piano Sonata

Another monumental work of the forties is the Piano

Sonata (1945-46) of Elliott Carter. Written while the

composer was on a Guggenheim Fellowship, the sonata is a

unique contribution to piano literature. Part of its

unique character is explained in the following quote from

the composer himself:

The Sonata takes as its departure technically
the sonority of the modern piano and is thought of
as being completely idiomatic for that instrument,
with little or no imitation of other instruments
or of the orchestra . . . . I approached writing
for the piano as if it were an art all of its own
requiring a special musical vocabulary and a par-
ticular character unrelated to other kinds of
music . . .

Out of this determination to invent a special
vocabulary for the piano emerged the entire con-
ception of the Sonata. Harmonic materials were
chosen for their effects of resonance . ..0.
Some melodies were composed with the idea of being
played in harmonics. The very core of-the work
revolves around the piano as distinct from other
musical sounds. Even as abstract a texture as the
fugue is completely transformed into a pianistic
conception .. . .031

30Ewen, p. 138.

31Joseph Bloch, "Some American Piano Sonatas," The
Juilliard Review, III (Fall, 1956), 10-11.
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Born in New York City in 1908, Elliott Carter is often

labeled an "intellectual" composer. 3 2 He studied both at

Harvard with Walter Piston and in Paris with Nadia

Boulanger. His music is precise and logically conceived;

it is, nevertheless, intense as well as communicative. 3 3

The sonata itself is divided into two large movements,

the first of which resembles conventional sonata form. Three

contrasting themes are presented in the exposition. Marked

"maestoso," the first theme consists of slow moving chords.

32Ewen, pp. 145-146.

33Ibid.
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Fig. 9--Elliott Carter Piano Sonata, first movement,
measures 1-3, 15, 83.

It is a noble theme and in some ways resembles the writing

of Aaron Copland. The second thematic section, which be-

gins in measure 15, is fast and figurative. This figura-

tion,with its widely spaced passagework on the black notes,

accounts for much of the difficulty of the sonata. 4  It

is also these "scorrevole" passages that give the first

movement a flowing character, for no regular pulse is

established. The third theme, which is slow and lyrical,

is treated imitatively. The development section draws

mainly from theme two. The recapitulation is short and

uses only theme one. It is followed by a brilliant,

34Bloch, p. 11.
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figurative coda.

One tempo is maintained throughout most of the first

movement. Two types of music, however, are written:

Maestoso, ci = 66 and legato scorrevole * = 132.35 No time

signature is written for the piece, and the measures con-

tain an irregular number of notes. This makes possible a

more readable score, for it eliminates such occurrences as a

3/4 measure with a group of seven in it.) Irregular beat

groupings endow the music with subtle rubatos.

Throughout the sonata, but especially in the first

movement, Carter exploits the overtone system. This is

accomplished by the silent depression of keys, as in the

following example:

Fig. 10--Elliott Carter Piano Sonata, first movement,
measures 123-125.

35W. Glock, WA Note on Elliott Carter," Scre
(June, 1955), 47-

3 6g. F. Goldman, "Current Chronicle: New York,"
Musical . tErly, XXXVII (January, 1951), 86.
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Unusual pedal techniques are also required for the execu-

tion of the sonata, as in this excerpt:

* Catch the ring of these tones with

the pedal after key is released.

Fig. 11--Elliott Carter Piano Sonata, second movement,
measures 60-62.

Consisting of three sections, the last movement begins

with an "Andante," chorale-like section. This slow part is

thematically related to the beginning theme of the first

movement. Contrasting the slow opening is a fast middle

part, which is conceived as a toccata-like fugue. It is

very rhythmic and at times has a jazzy character. The bril-

liant fugue subsides into a return of the opening theme and

mood.

Both movements are quite dissonant, but it is a dis-

sonance that approaches tonality. The primary tonal region

of the first movement is b major, the secondarya# minor.

Even though it is expressive, the sonata is not constructed

melodically. Instead, it often relies on sonorities for



36

drama and expressiveness.

Generally recognized as one of the most important

piano compositions in the last thirty years, this sonata

was not enthusiastically received by everyone. In fact,

one reviewer wrote in 1949: "The effect is a vexing and

impatient, rhapsodical cacophony," 7 a review that illus-

trates the tendency of some to reject new trends and one

that, perhaps, merits a place in the Nicolas Slonimsky

Lexicon of Musical Invective.

Paul Creston Sonata, Opus 9

Largely a self-taught musician, Paul Creston is one of

the most popular contemporary composers. He strives to

write music the public will enjoy, and, thus, his composi-

tions, especially those for orchestra, are often played. A

recent survey of the American composers whose works are

most often performed shows Creston tied for first place with

Aaron Copland.39 His approach to composition is simple and

direct:

37 E. H. W. Meyerstein, "Review of Music," The Music
Review, X (February, 1949), 45.

38 Henry Cowell, "Paul Creston," Musical Quarterly,
XXXIV #4 (October, 1948), 534.

39Howard Mitchell, "The Hallmark of Greatness,"
Musical Courier (November 15, 1956), p. 10.
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I am preoccupied with matters of melodic
design, harmonic coloring, rhythmic pulse and
formal progression; not with imitations of
nature, or narrations of fairy tale,k4r pro-
pounding of sociological ideologies.

Opus 9 is the only sonata for piano written by Creston.

It consists of four movements: "Allegro appassionato,"

"Allegretto grazioso, "Andante," "Presto scorrevole.' Not

in conventional first movement form, the opening movement

is freely and motivically constructed. The two motives in

the first measure reappear throughout the movement in an

easily recognizable form. Having the character of a minuet,

the second movement is composed in an ABA form with F# as

the tonal center. Both the slow, lyrical third movement

and the brilliant finale have no real formal plan. They,

like the first, are spun out by means of thematic repetition

and variation. Distinct rhythmic changes, however, give the

fourth movement a rondo effect even though the same motive

is used throughout.

Paul Creston is in many ways a conservative composer.

He is never extreme. His dissonances are acceptable dis-

sonances; his harmonic vocabulary is moderate; and his

compositions revolve around an identifiable tonality even

though they wander through many keys. Chords found in this

sonata are, for the most part, either major, minor, or

built on fourths. Many examples of traditional harmonic

40Cowell, p. 535.
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I

4lCowell, p .535-536.

progressions, especially dominant to tonic, can be found

throughout the sonata.

il 1-A
Fig. 12-Paul Creston Sonata Op. 9, fourth movement,

measures 145-147.

A most important aspect of Creston's compositional

style is his use of rhythmic schemes. There are five of

these, and they give his works consistency and continuity.41

The following is a list of these rhythmic devices with

appropriate examples from the sonata:

(1) Regular

Fig. 13--Paul Creston Sonata Op. 9, first movement,
measure 6.
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(2) Irregular

FMLPAt S

Fig. 14-,-Paul Creston Sonata
measure 53.

(3) Overlapping

Op. 9, first movement,

b*

Fig. 15---Paul Creston Sonata Op. 9, first movement,
measures 138-139.

(4) Regular subdivision overlapping

6.
L L14L vw

A 61
it

i.no

Fig. 16--Paul Creston Sonata Op. 9, first movement,
measures 81-82.
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(5) Irregular subdivision overlapping (No examples
contained in sonata)

Often these schemes are used in combination. Of the four

movements, the second and fourth are the most straight-

forward rhythmically, containing mostly regular divisions

and subdivisions of the beat.

Creston draws from many sources in this sonata and

mingles the old with the new. The last movement, for

example, incorporates a section using Alberti bass. His

movements are built from motives; his lines, however, are

usually long and sustained. He even mingles modality,

tonality, and atonality. According to Creston, the intrin-

sic worth of a musical composition "depends on the integra-

tion of musical elements toward a unified whole." 42 This

principle is basic to the understanding of Creston's style,

for his music is a combination of many effects woven to-

gether to produce an agreeable and interesting, if not

always exciting, composition.

Norman Dello Joio Piano Sonata No. 3

Composed in 1948, the Third Piano Sonata of Norman

Dello Joio is, thus far, his last and most successful

sonata for the piano. It is cast in four movements and is

related both formally and thematically to an earlier work

k2Cowell, p. 535.



of his, the Variation, Chaoonne and Finale for Orchestra

(1947). In fact, some have thought the sonata actually a

refinement of the orchestral piece.43

Norman Dello Joio (1913- ) is an American-born composer

who was educated both at the New York Institute of Musical

Art and Juilliard Graduate School. Perhaps the greatest

influence on the development of his compositional style,

however, came from his study with the twentieth century

German composer, Paul Hindemith, an influence evident in

his neo-classic tendencies and preference for old forms. 45

Other important influences upon Dello Joio's style came

from his association with Roman Catholic liturgical chants,

jazz, and Italian opera.

The first movement of the sonata consists of a theme

and five variations. The theme, which is taken from the

Kyrie, "De Angelis," is presented in a simple, somewhat

linear fashion, and it is this style of writing that is

43Edward Downes, "The Music of Norman Dello Joio,"

Musical Quarterly, XLVII No. 2 (April, 1962), 153.

44John Tasker Howard and George Kent Bellows, A Short

History of Music in America (New York, 1967), p. 355.

45Ewen, p. 219.

46Downes, p. 151.

bjid., p. 153.
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maintained throughout most of the sonata.

It

(I~~~~ ___________

Fig. 17--Norman Dello Joio Third Piano Sonata, first
movement, measures 1-w4.

Basic harmonic characteristics of Dello Joio also appear in

the fifteen measure theme: his fondness for chords built

on fourths, his relatively moderate harmonic vocabulary,

and an unmistakable tonality. A most important part of the

theme is the final cadence, which, repeated in varying de-

grees of similarity throughout the five variations, serves

as a unifying factor.

The first variation is a lively, dance-like setting of

the theme, incorporating basic tones of the theme in its

figuration. In this variation the rhythmic vitality and

freshness so typical of Dello Joio is first observed.

Variation II presents the theme in a more cantabile fashion

against a background of chords.

A vigorous octave treatment of the theme, Variation III

provides a great contrast to the sections which precede it.

There is no real motivic development of the theme here;

rather, this variation relies on repetition of the motive



for its construction. Returning to the more subdued, lyrical

quality of the theme, Variations IV and V reveal no new

features of Dello Joio's style.

The second movement is a scherzo marked "presto e

leggiero." Rhythm is the main element here with the synco-

pated theme heard at the beginning forming the basis for

the remainder of the piece. In this movement the rhythms

become more complicated than those found in the first. Often

the measure bar is disregarded and the normal beat grouping

shifted. The composer's predilection for jazz is also

apparent in this movement with his inclusion of boogie-like

bass patterns:

Fig. 18--Norman Dello Joio Third Piano Sonata, second
movement, measures 40-41,l

and progressions such as the following:

43
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Fig. 19--Norman Dello Joio Third Piano Sonata, second
movement, measures 17-18.

The slow, expressive third movement is more chordal and

abstract than the other movements; the texture, however, is

never very dense because of the construction of the chords.

They are generally in open position and often require large

stretches. Many seventh and ninth chords are employed, as

are chords with extra notes.

Marked "allegro vivo e ritmico," the fourth movement

bears some resemblance to the second with the energetic

rhythm, the basically linear construction, and even in the

main theme.

41 I;

IIL

____________________
lip. _ __ _ _

Fig. 20--Norman Dello Joio Third Piano Sonata, fourth
movement, measure 10; second movement, measures 1-2.
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In fact, certain writers have criticized this sonata for

its lack of variety, and the similarity noted above is one

reason for the criticism.48 The fourth movement, however,

seems to be weightier than the second--less fanciful, and

the rhythmic drive is also greater. Again, like the others,

this movement is tonal.

As the composer of this piano sonata, Dello Joio fits

somewhere in the group of composers who, according to Eric

Salzman, tried to Americanize music in the 1940's in an

attempt to bring the composer into public life. These com-

posers adopted an almost stylized manner of writing, util-

izing melodies with leaps of fourths and fifths, rhythms of

alternating two's and three's, syncopation, and open

harmonies constructed with seconds, fourths and fifths.4 9

To this "stylized" way of composing, Dello Joio has added

what Edward Downes has described as "rhythmic vitality . .

an infectious brio, and a freshness of invention"50 to

formulate his own, personal compositional idiom.

Alan Hovhaness, Poseidon Sonata, Op. 191

A sonata in name only, Opus 191 of Alan Hovhaness

recalls the seventeenth century definition of sonata. In

48Emerson Meyers, "Norman Dello Joio: Piano Sonata
No. 3," Notes (December, 1950), p. 123.

49Eric Salzman, Twentieth Century Music: An Intro-
duction (New Jersey, 1967), .pp. 97-98.

50Ewen, p. 219.



this work none of the formal refinements or developments

added to the sonata after the Baroque Era is found.

Neither of the two movements has any formal outline. The

first movement, #Maestoso," is free, resembling a long

recitative, and the "Con Ferocita" exhibits the same free,

improvisatory style as the first movement. Measure bars

are found only at the beginning and end of each movement.

Both the "Maestoso" and the "Con Ferocita" seem to be

programmatically linked to the title, Poseidon Sonata.

Characteristics of Hovhaness' compositional style

that are evident in this sonata are as follows:

(1) florid melodies5 1
(2) irregular metrical construction52  53
(3) influence of modaLism and Gregorianism
(4) repeated fi 9res54
(5) spontaneity

51Robert Evett, "Music of Alan Hovhaness," Notes,
XVI (March, 1959), 323.

52Ibid.

53Arthur Cohn, Twentieth Century Music in the Western
Hemisphere (New York, 1961) , p. 119.

54Ibid

55Alan Hovhaness, "Music of Pure Intervals," Music
Clubs Magazine (February, 1965), 14.
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Fig. 21--Alan Hovhaness Poseidon Sonata, first movement,
page 3.

Never rising above "a" below "middle c,' the first

movement rumbles in the lower register of the keyboard for

its entirety. The second movement moves out of the lower

register, using chord clusters that alternate between the

hands. Unusual stretches are required in some of the chords.

_ bb

Fig. 22--Alan Hovhaness Poseidon Sonata, second move-
ment, pages 12, lL4, 15.

No real climaxes are reached in this work; instead the

effect is monotonous and hypnotic.

The music of Hovhaness is unusual in many respects.

Of Armenian descent, Hovhaness often incorporates features
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of Asian music, not so much in style as in "attitude of

mind." 5 6 He seems to find freedom in the Eastern disci-

plines:

For years it has been my wish to create
music from pure scales and ragas unimpeded by
keyboard scales, the modern industrial jail
which destroys all melody.

I am bored with mechanically constructed
music and I am bored with the revolution against
such music.57

According to Hovhaness, nature, not man, composes the best

music, for example, the "giant melody of the Himalayan

Mountains.158

Thus, the Poseidon Sonata is not really a creation,

but rather a re-creation, an imitation of nature resulting

in a "giant melody" of the god of the underworld.

Peter Mennin, Sonata for Piano

The Sonata for, published in 1967, is the only

sonata written for piano by Peter Mennin. Now president of

the Juilliard School of Music, Mennin studied at Oberlin

Conservatory and the Eastman School of Music. He has been

56Peggy Glanville-Hicks, "Alan Hovhaness," Grove's
Dictionary of Music and Musicians, edited by Eric Blom,
IVTNew York, 195 376.

57Hovhaness, p. 14.

58Ibid*
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termed both a "Neo-Classicisto 59 and a 'Neo-Romantic." 6o

And Walter Hendl has compared his technique of structure

to that of Renaissance music.61

A large, virtuosic work, this piano sonata is set in

three contrasting movements: "Poco moderato," "Allegro,"

"Adagio," and "Veloce." It is atonal and very dissonant,

Passagework, for the most part, is pianistic and lies well

under the hand. Chordal sections requiring unusual hand

positions and large stretches, however, account for part

of the difficulty of this piece. The following excerpt

illustrates this feature:

___baL

Fig. 23--Peter Mennin Sonata for Piano, third move-
ment, measures 38-39.

The first movement, which begins quietly, is largely

conceived in a linear fashion. Melodic lines are long,

59Kirby, p. 453.

60Gillespie, p. 424.

6lWalter Hendl, "The Music of Peter Mennin," The

Juilliard Review, I (Spring, 1954)), 18.
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meter changes frequent, and dynamic contrasts abrupt. Most

of the "Allegro" section of the first movement is derived

from a motive that evolves from the slow introduction:

Fig. 24--Peter Mennin Sonata for Piano, first movement,
measure 26.

Even though this movement is not constructed in a traditional

marner, it does resemble first movement form in certain

respects. The opening section (m. 26) is repeated at

measure 109. Contrasting the opening motive is a cantabile

theme which appears at measure 83. It, too, is repeated

(m. 170) , and this time a third higher. A common device

found in this movement and throughout the sonata is illus-

trated in the following example:
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Fig. 25--Peter Mennin Sonata for Piano, first move-
ment, measures 129-130, 132.

Here Mennin uses the same thematic material but alters its

rhythm and metrical position, providing both contrast and

continuity. Phrase rhythm is another important aspect in

this piece. Mennin's rhythms are never static, and this

is often the result of unequal and overlapping phrases.62

Expressive, even dramatic, the "Adagio" movement ex-

hibits a rhythmic complexity which resembles the "Adagio

mesto" of the Samuel Barber Sonata. There is also a tex-

tural resemblance between the two; much of the movement is

treated as a solo and accompaniment. Like the first, this

movement contains many meter changes. Tempo changes are

also frequent. Perhaps more dissonant than the first, this

movement even calls for a "cluster, to be struck by 'heel'

of hand:"

62Hendl, p. 22.
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Fig. 26--Peter Mennin Sonata for Piano, second move-
ment, measure 28.

There is no traceable form; measures 5, 7, 9, and 11,

however, are repeated and varied throughout.

The third movement is composed in several contrasting

sections which are arranged thusly: ABCDCA. Tocoata-like,

the A section is the most interesting rhythmically; it com-

prises measures 1-46 and 119-158. The basic idea for this

part is a chordal, dissonant right hand which alternates

with an octave bass. Traditional major or minor chords are

rarely used. Section B is conceived as a solo and accompani-

ment, with short motives in the bass set against chord

clusters in the right hand. Marked "cantabile,' the third

section (m. 67-86) returns to longer melodic lines in the

right hand over an ostinato bass. Part D (m. 87-98) is a

short passage-work bridge to be played "detached and

brilliant.' An impressive canon concludes the finale.

In this sonata the Mennin approach is one that does

not make compromises specifically to interest the public;
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the result, however, is both interesting and effective.

His music is not extreme; it is both contrived and natural.

He writes with "intellectual ease, not intellectual in-

hibition."63 Powerful, fresh, and dramatic, this sonata of

Peter Mennin is an important contribution to the field of

sonata literature in the last ten years.

Vincent Persichetti, Sonata No_. 9, Op. 58

Showing a preference for large-form compositions,

Vincent Persichetti merits a place in any survey of the

modern piano sonata if for no other reason than the large

number of them he has composed. He has published, thus far,

eleven sonatas for solo piano, ranging from easy to very

difficult. These exhibit a wide variety of styles,64or

Persichetti believes in using whatever means are available.

To him the tone-row and the dominant-tonic cadence are not

incompatible.65 The first, sixth, and ninth sonatas bear

some resemblance to the classical sonata while the others

are essentially motivic in construction. The sonatas are

quite pianistic and well suited to the keyboard. Joseph

Bloch has, in fact, compared Persichetti to Clementi in

6 3Richard F. Goldman, "Current Chronicle," Musical
Quarterly (April, 1953), p. 247.

64Bloch, p. 13.

65Robert Evett, "The Music of Vincent Persichetti,"
The Juilliard Review, II (Spring, 1955), 16.
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his understanding of the piano and piano technique.66

Bloch makes a further comparison between Persichetti

and Clementi, this time revealing a weakness. Like those

of the nineteenth century composer, Persichetti's composi-

tions often lack direction or climax because of static

harmonies. This is especially noticeable in the slow

movements.67 Other problems are caused by an inconsistency

in style which sometimes arises from the mixture of devices

used by the composer.

The Ninth Sonata, which was published in 1963, is

written as one large movement. It is, however, divided in-

to several sections that mark a change in tempo. The four

main divisions are "Moderato, "Allegro agilite," "Larghetto,"

and "Allegro risoluto," Constructed in a slow-fast-slow

arrangement, the "Moderato" section hints at sonata allegro

form when the opening trumpet-like theme is recapitulated

at the end. Persichetti seldom relies on motivic develop-

ment; ideas are repeated and sometimes transposed, but not

developed as such. This repetition of ideas seems at times

to cause the static harmonic movement previously mentioned.

66 Bloch, p. 13.

671bid

68Evett, "Persichetti," p. 16.
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Fig. 27--Vincent Persichetti Sonata No'. 2, Op. 58,
"Moderato," measures 61-63.

Like other sections, the "Moderato" is uncomplicated,

rather lean writing. It may be accurately described by the

term "contemporary galant."69 Harmonies are not too

dissonant.

The "Allegro agilite" is basically conceived as a solo

over an Alberti-like bass accompaniment. The opening theme

of ascending thirds is repeated several times making this

section a rondo form, ABACABA. Most of the "Allegro agilite"

is two-part writing, and often the two voices are combined

bi-tonally. Some thematic material from the first section

is used again in this part (m. 51, 55-56).

A short "Larghetto" chorale separates the first and

third sections. Cast in four voices, this chorale is very

straight rhythmically and harmonically. It is free of any

technical problems. The "Allegro risoluto," like the

69Kirby, p. 449.
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"Larghetto," contains no rhythmic complexities. Most of it

is developed from the first two measures, which can be

divided by the eighth rest into motives a and b.

Fig. 28--Vincent Persichetti Sonata No. , op. 58,
"Allegro risoluto," measures 1-2.

Motive b appears to have been derived from measures 28 and

29 in the opening "Moderato." A comparison of measures 8

and 62 of the "Allegro risoluto" and measures 37 and 96 of

the "Moderato," respectively, will reveal other thematic

similarities. Much writing in parallel thirds is included

in this section as well as the repetition of occasionally

insignificant thematic ideas (m. 70-75, m. 90-96). Rhythms,

however, are both active and interesting.
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SOLO PIANO SONATAS PUBLISHED BY UNITED STATES

COMPOSERS SINCE 1945

Compo ser Title

Adler, Samuel
Adams, George
Ames, William
Amram, David
Antheil, George

Ballou, Esther
Barber, Samuel
Beale, James

Binkerd, Gordon
Bloch, Ernest
Cage, John

Carter, Elliott
Cazden, Norman

Creston, Paul
Dello Joio, Norman
Diamond, David
Diemente, Edward
Duke, Vernon

Elwell, Herbert
Evett, Robert

Finney, Ross Lee

Flanagan, William
Floyd, Carlisle
Fuleihan, Anis

Sonata Breve
Sonata bm
Sonata in One Moveme
Sonata
Sonata #3
Sonata #4
Sonata for Piano
Piano Sonata, Op. 26
Piano Sonata #1
Piano Sonata #2
Piano Sonata #3
Piano Sonata #6
Piano Sonata #7
Sonata for Piano
Sonata
Sonatas and

Interludes
Piano Sonata
Three New Sonatas
Sonata for Piano
Sonata, Op. 9
Sonata #3
Piano Sonata
Clavier Sonata
Sonata for Piano

or Harpsichord
Sonata
Sonata #2
Sonata #3
Sonata #4
Piano Sonata #4

in E
Sonata Quasi una

Fantasia
Piano Sonata
Sonata for Piano
Sonata #2

Publisher

Oxford
CFP

it CFE
CFP

New Music
Weintraub

CFE
GS
CFE
Galaxy
CFE
CFE
CFE
CFE

Carisch (Mills)

Year

1959
1947

1947
1948
1955
1948
1949

1950
1952
1956
1955
1947

CFP 1946-1948
TP 1945-1946

Private Pub. 1950
CFE

Templeton 1954
Fischer 1948
Southern 1954

Greenwood Press
Broude 1955

Oxford

CFE
CFE
TP

CFP

Southern
B & H,

Southern

1953
1956
1945

1957
1959
1953

57
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APPENDIX--continued

Composer Title Publisher

Giannini, Vittorio Sonata for Piano

Grant, Parks
Green, Ray

Gyring, Elizabeth
Haieff, Alexei

Hartley, Walter S.
Haufrecht,
Herbert

Heiden, Bernhard
Hively, Wells
Hovhaness, Alan

Imbrie, Andrew
Johnson, Hunter
Johnson, Lockrem

Kerr, Harrison
Kirchner, Leon
Korn, Peter Jona
Krenek, Ernst

Kubik, Gail
Kurka, Robert
Laderman, Ezra

Lees, Benjamin

Lloyd, Norman
Luening, Otto

Sonata #2
Short Sonata in F
Sonata Brevis
Sonata #2
Sonata

Sonata
Second
Sonata
Sonata

Piano Sonata
#2

Sonata #2
Sonata for Piano
Sonata #3
Sonata Op. 145
Lake of Van Sonata,

Op. 175
Madras Sonata

Op. 176
Poseidon Sonata

Op. 191
Bardo Sonata,

Op. 192
Sonata for Piano
Piano Sonata
Piano Sonata #4
Piano Sonata #5
Piano Sonata #6
Piano Sonata #2
Piano Sonata
Sonata
Sonata #3

Sonata #4
Piano Sonata
Sonata #1, Op. 20
Piano Sonata #1
Piano Sonata #2
Sonata Breve
Piano Sonata #4
Sonata for Piano
Sonata for Piano

France
Colombo
CFE
AME
AME
CFE

Ediciones
Mexicanas
d'Musica
Chappell
Southern
Tenuto (TP)
American
Composers
Alliance

AMP
CFE
CFP
CFP
CFP

CFP

CFP

CFP

P
MP (TP)

CFE
CFE
CFE

B & H
Bomart
B & H

Associated 19

Bomart
Southern
Chappell
Oxford
Oxford

B & H
B & H
Mercury

CFE

1953
1951
1959
1947
1948

1956
1955

1958

1952
1955
1956
1962
1961

1961

1962

1961

1947
1948

1946
1948
1956

45 (Rvd.
1960)

1948
1950
1954

1959

1964
1955

Year
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APPENDIX--continued

Composer

Mana-Zucca, Ki-Lu

Mayer, William
Mennin, Peter
Overton, Hall
Perle, Goerge
Persichetti,
Vincent

Powell, John
Raphling, Sam

Rochberg, George
Rorem, Ned

Rozsa, Miklas

Siegmeister, Elie
Sessions, Roger

Shapero, Harold
Shapey, Ralph
Starer, Robert
Stevens, Halsey
Swanson, Howard
Sydeman, William
Talma, Louise
Tanenbaum, Elias
Tcherepnin,
Alexander

Verrall, John
Wagner, Joseph
Yardumian, Richard

Title

Sonata

Piano Sonata
Sonata f or Piano
Piano Sonata #1
Short Sonata
Sonata #4
Sonata #5
Sonata #6
Sonata #7
Sonata #8
Sonata #9
Sonata #10
Sonata #11
Sonata Noble, Op. 2
Sonata #1
Sonata #3

Sonata #5

Sonata Fantasia
First Sonata for

Piano
Second Sonata for

Piano
Sonata Op. 20

Sonata #2
Second Piano

Sonata
Third Piano Sonata
Three Sonatas
Sonata #1 for Piano
Sonata
Sonata #3
Sonata
Sonata for Piano
Sonata #1
Sonata for Piano
Second Piano Sonata

Sonata #1
Sonata in bmn
Chromatic Sonata

Publisher

Miami, Congress
Music
Fischer
Fischer

CFE
TP
EV
EV
EV
EV
EV
EV
EV
EV

1 GS
Mills
Edition

Musicus
General Music

Pub. (Boston
Music Co.)

TP
CFP

B & H 194

Breitkopf &
Hartel

MCA Music
Marks

Marks
GS
CFE

Leeds
AME

We intraub
E. C. Schirmer

Fischer
CFE

B & H

CFE
Soyithern

PIV

Year

1964
1967
1952

1949
1949
1950
1950
1950
1952
1955

1961
1958

1958
1960

9-1950

1950

1946

1949
1946
1953
1952
1950
1969
1948
1946
1962

1951
1957
1947
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APPENDIX--continued

Abbreviations:

AMP Associated Music Publishers, Inc.
AME American Music Edition
B&H Boosey and Hawkes
CFP CF Peters
EV Elkan-Vogel
GS G,. Schirmer
MP Music Press
P Peer International Corp.
TP Theodore Presser

0
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