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Kwak, Stacy Joo Yeon, Michael Tippett's Piano Sonata

No. 1: A Study of His Eclectic Approach to the Sonata Form

in the Twentieth Century, with Three Recitals of Selected

Works by Beethoven, Bartok, Bach/Busoni, Schumann, Mozart,

Ginastera, Barber and Chopin. Doctor of Musical Arts

(Performance), May, 1999, 76 pp., 26 musical examples,

bibliography, 35 titles.

The intent of this dissertation is to investigate

Michael Tippett's eclectic approach to the 
sonata form in

the twentieth century as demonstrated in 
his Sonata No. 1.

Topics of discussion include historical 
background of

English music, particularly the English piano sonata, 
at the

turn of the century (chapter 1), biographical information

and a general overview of Tippett's music (chapter 
2), a

brief examination of Tippett's Sonata Nos. 2, 3, and 4

(chapter 3) and a formal analysis of Sonata No. 1 as well as

Tippett's approach to contrapuntal techniques, 
rhythm,

harmony and tonality (chapter 4).

In addition to the lecture recital given on February 
1,

1999, three others were given: the first recital, on April

3, 1995, contained works by Beethoven, J.S. Bach/Busoni, and

Bartok: the second recital, on February 5, 1996, included



works by Schumann, Mozart, and Ginastera: and the third

recital, on January 2, 1998, featured works by Barber and

Chopin.



Tape recordings of all performances 
submitted as

dissertation requirements are on deposit in the University

of North Texas Library.
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CHAPTER 1

HISTORICAL BACKGROUND

Sir Michael Tippett (1905-1998) began his compositional

career at a time when musical life in England was

experiencing a gradual rebirth. After centuries of foreign

influences, particularly by Handel and Mendelssohn, a new

generation of English composers was seeking to create a

distinctively English style. With the creation of the

English Folk Song Society in 1898, a great wealth of

publications related to English folk songs appeared.

Moreover, the music of Thomas Arne, John Blow, Thomas

Campion and others were featured in The Old English Edition

between 1889-1902. Later, the publication of Tudor Sacred

Music brought to prominence the sacred works of William

Byrd, Orlando Gibbons, Thomas Tallis and John Tavener. All

cf these publications served as invaluable sources,

assisting the new generation of English composers in

promoting an idiosyncratic national style.

By the 1930s, revolutionary forces were sweeping

1
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through Europe, bringing other modern tendencies to England.

Post romanticism, expressionism, impressionism, and

neoclassicism not only challenged many composers' 
creative

process but also generated new and 
innovative forms of

expression. By no means was Tippett untouched by the

arrival of twentieth-century modernism. And yet, he

belonged to no 'school'. He daringly combined genres and

took whatever he needed to express himself. 
The end result

was more than just eclecticism. In an article that appeared

after his death, David Cairns noted, "Tippett was always his

own master. He worked things out for himself and developed

and altered his style and remade tradition in a wholly

individual way."'

Tippett's Piano Sonata No. 1 is an example of his

eclectic approach. To the highly structured sonata form

(modeled after Beethoven), he boldly added his own various

interests and influences. These ranged from Scottish folk

song to American jazz, from English Renaissance to the

mysticism of Beethoven's late period, and from Stravinsky's

additive rhythm technique to Hindemith's harmonies. Thus,

Tippett forged a new tie between tradition and 
innovation,

creating a powerful musical language of his own.

David Cairns, "Images of Beauty," Musical Times (Mar.

1998), 4.

........... M
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At the beginning of his compositional career, 
Tippett's

music leaned more toward nationalistic tendencies, 
but he

never considered himself a nationalist. Rather, he strived

to cultivate a musical vocabulary that unified his deep

reverence for the past with his awareness of the twentieth-

century modernism. Found in the Piano Sonata No. 1 are

elements that testify to Tippett's aspirations.

Contrapuntal techniques, comparable to those achieved by

Elizabethan and Jacobean madrigalists, are incorporated with

twentieth-century irregular rhythmic patterns. Surfacing,

within the diatonic vocabulary and pastoral melodies, 
is

Tippett's gradual departure from traditional 
tonality.

Compositions for the solo piano remained substantially

modest, compared with other genres, during the great English

revival in the early part of the twentieth century.

England's most influential composers, Benjamin Britten,

Ralph Vaughn Williams, and William Walton directed their

energy toward large orchestral or operatic works, and

composed little for the solo piano. The few English

composers (Constance Lambert, Franklin Bridge and Arnold

Bax) who composed piano sonatas, all wrote structurally

unambitious works that featured. Lisztian virtuosity.

Tippett, on the other hand, composed piano sonatas that

carried on the tradition of Beethoven. He revitalized past
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musical forms by adding inventive and diverse harmonic 
and

rhythmic characteristics to the conventional formal 
design.

Tippett's approach to the sonata form in the 
twentieth

century exemplifies his high regard for the instrument 
and

certifies his exceptional contribution to the twentieth-

century piano repertoire. Stephen Banfield, a scholar of

English music, recognized that "not until Tippett do we 
find

a major English composer fascinated by the piano's 
ability

to sustain through a single player an elaborate structural

argument."2

Tippett never had a career as a performing pianist; 
but

even with his limited technical abilities at the piano, he

sought out different means of exploring the full

capabilities of the instrument. Pianistically, he borrowed

a great deal from other composers; as a result, his piano

style often resembled the influential masters 
of the piano.

One can discern in his Piano Sonata No. 1 glimpses of J.S.

Bach, Domenico Scarlatti, Beethoven, Chopin, Brahms,

Debussy, and Hindemith. Tippett's practice of borrowing

other composers' style greatly improved his grasp of the

instrument in terms of range, texture, and color.

Tippett has shown a capacity for incorporating a

2Stephen Banfield, The Blackwell History of Music in

Britain, Vol. 6, The Twentieth Century (Cambridge, MA:

Blackwell Publishers Inc., 1995), 266.
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remarkable balance between the sonata of the Beethoven 
era

and the transformation of this genre in the twentieth

century. The intent of this dissertation is to investigate

Tippett's approach to the sonata form in the twentieth

century. A close examination of Tippett's approach to form,

counterpoint, harmony, and rhythm in his Piano Sonata No. 1

will not only highlight his bold compositional style but

also will promote more performances of his piano works.



CHAPTER 2

BIOGRAPHICAL BACKGROUND

Sir Michael Tippett (1905-1998) knew from an early age

that he wanted to be a composer. Despite harsh criticism

and lack of support from his professors, Tippett became one

of the most important and influential English composers of

the twentieth century. His compositional career lasted more

than seven decades and enriched twentieth-century music

literature with a significant body of work in many genres.

His repertoire includes four symphonies, five operas, large

works for chorus and orchestra, orchestral works, one piano

concerto, four piano sonatas, and some miscellaneous works.

Tippett's music has been described as imaginative, eclectic

and forceful as well as perplexing, outrageous and banal.

In the New York Times obituary, the critic Anthony Tommasini

recognized that Tippett's music often expressed his love of

nature, philosophical ideals about human conflict, and the

6
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moral failure that war presents.
3

Sir Michael Kemp Tippett was born in London on January

2, 1905. His parents were Henry William Tippett(1
8 5 8 -1 9 4 4 )

and Isabel Clementine Binny Kemp(1880-1
9 6 9 ). Tippett's

father was, at various times in his life, a lawyer, a

business entrepreneur, and a land investor. His mother was

a nurse, a playwright, and a suffragist. Tippett also had

an older brother whose career was in the Navy. 
Neither of

his parents was particularly musical and their 
son's strong

musical ambitions puzzled them.

Tippett began piano lessons at the age of five, 
but

showed no particular talent. His musical training broadened

at thirteen when he entered Fettes College. Besides taking

piano lessons, he played the organ and sang in the school

choir. His stay here was brief, due to the school's

unpleasant atmosphere. He spent his next few years at

Stamford Grammar School in Lincolnshire. It was here where

Tippett received his first significant musical 
training. He

studied piano with Mrs. Frances Twinkler 4, who introduced

him to some of Beethoven's piano sonatas. During this time,

3Anthony Tommasini, "Sir Michael Tippett, 93, Composer of

Many Styles, Dies," The New York Times, 10 January 1998,

Sec. A, 13.

4 Mrs. Twinkler was also the former teacher of the great

English conductor Malcom Sargent.

I ............... "- I



8

Tippett attended a performance of Ravel's 
Mother Goose

Suite. This experience made a significant impression 
on the

fourteen-year old, and despite his limited experience with

classical music, he set in his mind to study composition.

He began his pursuit by teaching himself composition using

Charles Stanford's Musical Composition. Influenced by this

book, he focused on the development of 
his contrapuntal

techniques.

Determined to become a composer, Tippett entered the

Royal College of Music in 1923. He studied harmony,

counterpoint, and basic composition with Charles Wood, who

introduced him to Beethoven's handling of formal 
structure.

Besides the sonata form, Tippett also explored the fugues of

Beethoven. Following Wood's death in 1926, he continued his

lessons with C.H. Kitson. When given the opportunity to

study with Ralph Vaughn Williams, Tippett declined.

Although he had a tremendous amount of respect for Vaughn

Williams, he did not want to be closely associated with the

English Nationalistic movement. He was more interested in

developing a personal style that reflected his multiple

influences. He continued his piano studies with Aubin

Raymar and studied conducting with Malcom Sargent 
and Adrian

Boult. After five years of hard work, Tippett received his

degree in 1928.
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Upon graduation, Tippett moved to Oxted, Surrey where

he had already started conducting a small madrigal 
choir.

Among the productions he conducted were 
Vaughn Williams's

The Shepherds of the Delectable Mountains in 1927, and the

complete performance of Handel's Messiah. 
He spent the

majority of his time composing, and the first performance of

Tippett's works premiered on April 5, 1930 in the Barn

Theater in Oxted. These early works received positive

reviews; still, Tippett subsequently withdrew them due to

his lack of confidence as a composer. As a result, he began

further studies with R.O. Morris, a 16th century

counterpoint specialist.

The war years were difficult for Tippett. He briefly

joined the Communist Party for a few months 
in 1935 but

relinquished his membership when he realized that nothing

could eliminate the barbarities of Naziism and Stalinism.

In 1940, he became a member of the Peace Pledge Union and

registered as a conscientious objector. His eventual

refusal to do even noncombatant military service led him 
to

prison in 1943 for three months.
5

Tippett's compositional style emerged during the 
war

years and resulted in his first mature works: String Quartet

5Tippett served time in Wormwood Scrubs (prison), despite a

strong statement of support from Ralph Vaughn Williams.
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No.1 (1935), Piano Sonata No. 1 (1938), Concerto for String

Orchestra (1941), and the monumental oratorio A Child of Our

Time(1941). The success of A Child of Our Time brought him

national acclaim. Tippett also acquired Schott as a

publisher during this period, and they remained as his sole

publisher until his death in January 1998.

From 1940-1951, he served as the Director of Music at

Morley College. He brought respected musicians such as the

conductor Walter Goehr (a Schoenberg pupil), the composer

Mortyas Seiber, and the prominent scholar Walter Bergmann

(musicologist) to the teaching staff. He organized and

conducted rarely performed music of early composers (Tallis,

Purcell, and Monteverdi) plus modern giants (Stravinsky,

Hindemith and Tippett's colleague, Benjamin Britten).

During his eleven-year tenure, he "gave Morley College a new

lease on life, musically."
6

The postwar years proved to be fertile and prosperous

for Tippett. He composed a steady stream of works, and

began to gain well-deserved recognition as a composer.

Major works from this period include Preludio al 
Vespro di

Monteverdi for Organ (1946), Suite for the Birthday of

Prince Charles (1948) and his first opera The Midsummer

6Meirion Bowen, Michael Tippett (London: Robson Books,

1982), 25.
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Marriage (1946). Following the war, the BBC Third Programs

and World Service distributed radio broadcast talks given by

Tippett. Many of these were subsequently published 
in The

Listener and Moving into Aquarius, an anthology of Tippett's

writing.

In the 1950s, Tippett encountered performance problems

of his music. The difficulty and complexity of his music

brought complaints from performers, conductors, 
and the

critics. When Tippett's first opera The Midsummer Marriage

finally premiered in 1955, nine years after its completion,

the intricacy of the drama puzzled the audience, and the

critics blasted the libretto as pretentious, too

intellectual and obscure." At the premiere of Tippett's

Symphony No. 2, the BBC orchestra (under the baton of

Malcolm Sargent) fell apart only two-thirds into the first

movement and had to start anew. The collapse was solely

blamed on the composer and the complexity of his music.

Tippett's Concerto for Piano and Orchestra (1955) was

declared unplayable by pianist Julius Katchen, who withdrew

from the premiere. His subsequent replacement, Louis

Kentner, on the other hand, performed the work from memory.

Tippett persevered despite the difficulties and 
went on

7Gordon Thiel, compiler, Michael Tippett: A Bio-Bibliography

(New York: Greenwood Press, 1989), 8.
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to write two more Symphonies, four more operas (King Priam,

The Knot Garden, The Ice Break, and New Year), and Piano

Sonatas Nos. 2, 3, and 4. In 1962, he received his first

major critical success with the premiere of his second opera

King Priam (1958-61). Furthermore, in 1963, the revised

production of The Midsummer Marriage finally received 
its

deserved acclaim, and the following performances in 1968 and

1970 confirmed Tippett's status as an important figure of

English musical life.

In 1965, at the age of sixty, Tippett embarked on his

first journey to America, serving as composer-in-residence

at the Aspen Music Festival. The experience turned out to

be pivotal in establishing a new path in Tippett's 
already

distinguished career. For him, America became "a newfound

land of the spirit." 8 Nowhere in the world had his music

enjoyed so much success. Following his Aspen trip, Tippett

made frequent trips to America as both conductor and

lecturer. American influence, both musical and cultural, is

particularly notable in The Knot Garden 
(1969) and The Ice

Break (1976). American world premieres include Symphony

No.4 (1977) by the Chicago Symphony Orchestra, The Mask of

Time (1982) by the Boston Symphony Orchestra, and the opera

New Year (1989) by the Houston Opera. Tippett's last work

8Bowen, 34.
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Rose Lake (1995) was premiered by the Boston Symphony

Orchestra with Seiji Ozawa conducting.

From 1970-74, Tippett served as Artistic Director of

Bath Festival and "helped rescue the Festival from 
the brink

of financial ruin."9 Under his direction, the festival

reached out to a much younger audience and provided

performance opportunities to young musicians. 
Tippett also

actively supported the development of the first Bath

Festival of Blues. He broadened audience appeal and brought

enormous popularity to the festival.

At last, after decades of composing, from the 1960s on,

Tippett was finally recognized as one of the 
most important

English composers of his time. He was made a Commander of

the British Empire in 1966 and was knighted in 1979. In

addition, he received numerous honorary degrees from many

prestigious institutions.

In recent years, Tippett conducted or attended concerts

of his music throughout Europe, Australia, Asia, Africa, and

North America. Despite his failing eyesight and a gradual

decline of his general health, Tippett composed well into

his nineties. Recent compositions include The Mask of

Time(1980-82 ), Piano Sonata No.4(1986), New Year(1989), and

Rose Lake(1990). Tippett died on January 8, 1998 in London.

9Ibid, 37.



CHAPTER 3

THE PIANO MUSIC OF MICHAEL TIPPETT

Tippett never made a career as a pianist, but his works

for the piano evidenced his interest in the instrument. He

composed four piano sonatas throughout the various stages of

his compositional career (No. 1 in 1938, No. 2 in 1962, No.

3 in 1973, and No. 4 in 1984) . Additionally, his works for

piano and orchestra include the Fantasy on a Theme of Handel

(1941) and the Concerto (1955). Understanding the vast

possibilities of the piano, Tippett took full advantage of

its versatility and used it "to accompany operatic

recitatives, as a potential soloist, as a useful means of

reinforcing other sonorities, and as a way of boosting the

rhythmic and percussive impact of the music.""

Tippett's compositions for the solo piano not only

illustrate his interest in the development and growth of the

piano sonata as a genre but also represent his unique

contribution to the twentieth century piano literature.

14

'Bowen, 104.
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They exhibit different styles of his 
writing and remain his

only contributions to the solo piano 
repertoire..

Structurally, despite several successful experiments

with large one-movement forms, he remained conservative and

preferred the classical sonata form. 
Three out of the four

sonatas explored the sonata structure. Tippett's primary

English prototypes were Purcell and the 
madrigalists. In

addition, he considered Stravinsky, and most of all,

Beethoven, to be his strongest influences". By reviewing

Tippett's treatment of form, harmony, melody, and texture in

his piano sonatas, we can arrive closer to an understanding

his musical language. After a brief examination of Piano

Sonata Nos. 2-4, a detailed analysis of Piano Sonata No. 1

will follow in chapter 4.

Piano Sonata No. 2 (1962)

A comparison of all of Tippett's piano sonatas reveals

that changes in his musical style are already apparent by

the second sonata. Written during the same period as King

Priam, the Sonata No. 2 shows major deviations in Tippett's

compositional technique from the Sonata No. 1. First,

"Clive Swansbourne, "The Piano Music of Michael Tippett,"

Clavier 13 (Jan. 1990): 14.

q---, I
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diatonic harmonies are replaced with disjunct 
atonal ones.

Second, the linear and lyrical melodies of the first sonata

are replaced by vertical and dynamic lines, 
with a greater

emphasis on the interval of major 
and minor seconds.

Finally, the sonata structure is abandoned in favor of a

mosaic design, which Tippett already employed 
in King Priam.

Some musical ideas such as the raucously dissonant opening

and closing passages are also taken from King 
Priam.

In summary of the second sonata Tippett wrote:

As in the opera
12, everything in the sonata is

proceeded by a statement. The effect is one of

accumulation- through constant addition of new

material, by variation and repetition. There is

virtually no development and particularly passages.

The formal unity comes from the balance of similarities

and contrasts. The contrasts are straightforward ones

of timbre and speeds. But there are also contrasts of

function. Music can appear to flow; or to arrest

itself especially through the devices of ostinato; or

temporarily to stop in silence.... Because the work is

for one player and one instrument, there is little

opportunity for the 'climax' of a 'jam session', i.e.

when the contrasting sections or bits from them,

instead of being just sequential, are made to appear

together ... These 'climaxes' are more appropriate to

an orchestral piece in this form. But the sonata

nevertheless has a kind of "climax" coda where the bits

of addition and repetition are made very small and the

resulting mosaic therefore more intense.

Through the use of a building block method, the second

Sonata's structure is established within a more concentrated

12King Priam

13Program note by Tippett as stated in Bowen, 
109.
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and tightly organized format. In one continuous movement,

it consists of thirty-eight 'blocks.' Each 'block' is

defined in terms of one of eight tempo markings. Notable is

each block's extensive range of texture, color and register,

and its various technical demands. These blocks are

contrasting in style and are randomly connected without

bridges or developments. Example 1 exhibits tempo markings

1-5.

Example No. 1. Tippett, Sonata No. 2, mm 1- 29.

Tempo I J. Lento(ac.1OO)
>

a'.........

Tempo 2 J Allegro (J ac.112)
5 oa

L s
I,

more. pesan te p

Air-

514. ..-- .' if-.

{sm

. . ................... ... Im ,, , " Of PI I jl- W."R .11
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Example No. 1. Tippett, Sonata No. 2, mm 1- 29 (continued).

Tempo3 3 Mol to pi6 mosso (J c.200)

a a

con formal ed energi [comminciare menf ad Ibe crewwxnd]

Tm 4 ) Pi hiss. m1no-m - c 13

18Ps

W1I - . -- 0- 

P O-- :=0 l sec I) Ipi- --

.l p- -4-1 IS ! i d -
- v w V I11=1Iin 11 0 i llo 1 |

27 (s;M)

P fP

Ped *
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Piano Sonata No.3 (1973)

Composed after Symphony No. 3, the third Sonata shares

the Symphony' s large structural design and its abstract

nature. Paul Crossley, who worked closely with the composer,

commissioned and premiered the Piano Sonata No. 
3. It is a

work of colossal nature similar to Beethoven's heroic

"Hammerklavier" Sonata (especially in the finale) and

displays Tippett's renewed interest in the sonata structure.

In three movements, the work is to be played continuously,

without breaks.

The first movement is a sonata allegro modeled after

late Beethoven: structurally compressed and mystical in

character. Thematic development, abandoned in the second

sonata, again becomes an important element in the third

sonata. The deeply moving second movement is a set of theme

and four variations. After the theme, each variation is

transposed up by a minor third so that the fourth 
variation

airives at the same pitch level as the theme. With this

procedure, Tippett was able to acquire an 
extensive span of

color, register, and texture. The last movement is a highly

contrapuntal toccata. Its unique feature is an appearance

of a musical palindrome in the middle of the movement

(Example 2).



Example 2. Tippett, Sonata No. 3 (III), mm 345-359.

34S6

tP

>>

.06

347(g T7)

20
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Texturally, the outer movements concentrate on linear

two-part writing in free contrary motion (Example 3) while

the middle movement -emphasizes dense, vertical texture

(Example 4). Tippett's intent was to investigate the

independence of the hands in the outer fast movements and

unity of them in the slow middle ones. Moreover, Tippett

successfully concocted new sonorities throughout the Sonata

by assigning opposing musical materials to the various parts

of the piano. In the first movement, fast, turbulent and

restless music is played at the outer ends of the piano

while the slow, reflective and meditative music is assigned

to the middle register. Hence, Sonata No. 3 exhibited not

only additional structural design within a multi-movement

sonata, but also explored the diverse textural possibilities

of the piano.

Example 3. Tippett, Sonata No. 3 (I), mm. 1-6.

Allegro ( 13 2 .- 8s)

t----------------------------------F~-r-

r

rlq f rw"77 > it
AW klk !I F AWT- mg L 3j

GF

------------ -

-------------

A NX Mr-
Xiff r: r & -2, 1 1

qip 
L-1 7

40
- Iz Iff

MW AWL -1 1 1 t I'l .- Ox - h
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Example 4. Tippett, Sonata No. 3 (11), mm. 192-197.
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Sonata No. 4 (1983-84)

Tippett wrote Sonata No. 4 during his sixth decade as a

composer. Paul Crossley, who premiered the third sonata,

also played the first performance of Tippett's last piano

sonata. Originally, it was conceived as a series of

bagatelles in the manner of Beethoven's Op. 126, but Tippett

composed four of the five movements in traditional forms.

The overall structure of the sonata follows the arch form of

Bartok's string quartets.

The first movement is in sonata form. The second and

I

I 6ift

qw

ILJC7
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fourth movements are both in scherzo and trio form, the

first lucid, the second violent. The third movement is in

an arch form, ABCBA. This slow and long movement contains

blues-inspired passages and melancholy melodies surrounded

by rhythmically independent lines and jazz rhythms. 
Already

evident since the first sonata, this movement shows

Tippett's continued interest in jazz. For the finale,

Tippett employed the variation form. This simple set of

variations, based on a theme by Tippett, contrasts strongly

with the elaborate ones of the third sonata. The fourth

piano sonata concludes with a restatement of the theme.

Texturally, Tippett employed conventional means to

generate some of his most impressive and vibrant 
sonorities,

"without such devices as tone clusters, plucked strings, or

playing with the forearm or fist."" For instance, in the

third movement, through the use of the sostenuto pedal, the

roaring octaves in the low bass greatly heightens the

intensity and the magnitude of the chord progressions

ringing out in the high treble. The final variation of the

last movement represents Tippett at his best. At the

opposite ends of the piano, the two hands, spinning delicate

lines, create some of the most beautiful and sonorous

harmonic color Tippett achieved in his solo piano works.

14 Ibid.
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Example 5. Tippett, Sonata No. 4 (III), mm 81-82.

j. slow as the0 at the beginning

Consequently, Tippett's piano sonatas represent the

composer's growth and trace the gradual changes in his

musical style. Although a variety of formal structures were

employed, they are works of tightly organized forms that

highlight his innovative musical language. Tippett' s

frequent use of the variation form and the sonata form,

which appears in Sonata Nos. 1, 3 and 4 testifies to his

interest in formal expansion. B3y using quotations from his

works, he promotes unity within his oeuvre. But most of

all, Tippett'ls sonatas represent an important contribution

to the twentieth-century solo piano literature, and show

important developments in the sonata genre since Beethoven.



CHAPTER 4

SONATA NO. 1

Completed in 1938, Tippett's First Piano Sonata comes

from the composer's early period. He called it, "the first

work I felt willing to publish."" Phillis Sellick

premiered the work on November 11, 193816, in London. The

performance received respectable reviews and brought

critical recognition to Tippett, who was still an unknown

composer at the time. Remington Van Wyck, Ltd., a private

record company, recorded the premiere; and because of the

success of this recording, Schott decided to publish the

score. Its publication introduced Tippett's music to the

contemporary music world. Subsequent recordings of the

sonata were made by Paul Crossely (Tippett scholar) and John

Ogdon.

Written in four movements (I. Theme and Variations,

II. Rondo, III. Scherzo, and IV. Rondo), the work was

15Liner notes by the composer for the recording on EMI 63522.

16Tippett stated 1937 in the EMI liner notes, but reviews of

the premiere are dated 1938.

25
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originally titled, "Fantasy Sonata," due to Tippett's

perception that a true sonata should 
comply with a standard

eighteenth-century, four-movement pattern. Tippett's layout

of the sonata did not meet this specification. 
In the liner

notes for John Ogdon's EMI recording of Tippett's Piano

Sonata No. 1, Tippett reflected:

Thirty years ago I was so conscious of classical sonata

model that I initially called the piece 'Fantasy

Sonata', chiefly because the only strict classical

sonata form was that of the third of the four

movements, the scherzo. I did not wish to deceive

anyone! Later I realized that with the format, 
the term

sonata and symphony had really returned to their

primitive and generic sense of instrumental 
music

sounding as it proceeds. Thus we can call any solo

instrumental a sonata without misgiving, or give it

some other personally chosen title as we prefer."

The revised edition, published in 1954, carried only the

title of "Sonata." Other revisions included a shortened

fifth variation of the first movement. Overall, the title,

"Sonata," is also more appropriate due to its primary focus

on classical structure and not at all with the idea of free

fantasy.1"

The Piano Sonata No. 1 illustrates Tippett's early

development as a composer. It conveys his eclectic nature,

and shows a crucial transitional stage in Tippett's

7EMI liner notes.

"Kemp, 130.

................ -q-
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compositional development. It is the most tonal of all of

his piano works, and therefore makes a good introduction 
to

his piano music. Tippett himself declared it "the first

work where the various personal stylistic ingredients 
are

almost completely integrated."" The Piano Sonata No. 1

contains lyrical melodies, a rich diatonic harmonic

language, an asymmetrical rhythmic language modeled 
after

Stravinsky, and contrapuntal techniques similar to those

used by sixteenth-century madrigalists. Tippett's efforts

to revitalize past musical forms added new and personal

harmonic and rhythmic traits to the traditional formal

structure.

The significance of this sonata lies, ultimately, in

the introduction of some of the characteristic features of

Tippett's musical thinking: energetic vigor, preoccupation

with complex rhythmic ideas, polyphonic texture, lyricism,

and a tendency to incorporate the popular (folk songs and

jazz) in a highly sophisticated modernistic manner.20 
An

examination of Tippett's Sonata will also serve the purpose

of a further understanding of the piano sonata's

transformation in the twentieth century.

19Liner notes by the composer for the recording on Phillips

6500 534.

200tto Karolyi, Modern British Music (London: Associated

University Presses, 1994), 92.
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Form and Content

Tippett's primary concern, at the onset of his career,

entailed the structural design of a composition. 
Tippett's

profound affinity for Beethoven and his 
desire to assimilate

the classical sonata procedure steered him toward 
the four-

movement shape, as employed by Beethoven in his early piano

sonatas. For Tippett, Beethoven's extensive command of the

sonata structure epitomized a rudimentary formal process,

which Tippett used as an archetype. The principal lessons

Tippett learned from Beethoven concerned the vitality 
of

formal process -- how the flow of the musical movement is

created, developed and controlled." His initial efforts in

achieving formal supremacy resulted in the Piano Sonata 
No.

1.

The overall scheme of the Sonata follows a standard

multi-movement sonata pattern, except for the first

movement, which is a theme and variations. Structural

organization provides discipline and unity whereas 
other

musical elements such as rhythm, harmony, tonality, and

counterpoint bring diversity and energy to this work.

2 Kemp, 139.
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I. Allegro

The first movement, an original theme and five

variations, displays typical components of a classical set

of variations. The first two variations, in which the tempo

quickens and the energy increases, are followed by a slow

variation with more florid gestures (III), a variation

employing a new rhythm in a contrasting tonality (IV), a

parallel minor variation which mimics sonorities 
of a

Javanese gamelan orchestra (V), and concludes with a

slightly varied restatement of the theme.

Itself a miniature variation, the theme is in two

sections, each immediately repeated. With each repetition,

the theme undergoes a more lyrical change with arpeggiated

chords in the left hand. The first part, 'A', is neatly

divided into 4 + 4 structure while the second part, 'B', is

divided into 8 + 8. The rest of the five variations follow

the bipartite structure even "if they are disguised by

different speeds and rhythms."
22 Tippett not only carefully

laid out the overall structure but also put together the

internal structure of each variation to fit the overall

scheme. The formal outline of the movement is:

22Tippett, EMI liner notes.



30

Theme
FORM: A Al B Bl

MM: 1-4 4-8 9-16 17-25

KEY: G G G G

MAIN MOTIVES: SYNCOPATION AND DESCENDING MELODIC LINE

METER: 3/4 + 2/4

Variation I
FORM:
MM:
KEY:

A
26-29
G

Al
30-33
G

B
34-40
G

Bl
41-50
G

(THIRD RELATED HARMONIES APPEAR)

MAIN MOTIVE: "RUNNING" QUINTUPLETS

METER: 3/4 + 5/8

Variation II
FORM: A Al B

MM: 51-54 55-58 59-66

KEY: G E D G B

MAIN MOTIVES: SYNCOPATION AND BARE OCTAVES

METER: 4/4 + 2/4

Bl
67-75
E A G

Variation III
FORM: A
MM: 76-80
KEY: G
MAIN MOTIVES: FLORID

METER: 4/4

Variation IV
FORM: A
MM: 91-94

KEY: Bb
MAIN MOTIVES: DOTTED

METER: 3/2 + 3/4

Al B
80-82 82-86
D G c f
SCALE PATTERNS. NO

Bl
87-90
G g Bb

SYNCOPATION

Al B Bl CODETTA

95-98 99-105 106-112 113-115

Bb F F Bb

RHYTHM, MEDIANT RELATED TONALITY

Variation V
FORM: A Al B

MM: 116-119 120-123 124-129

KEY: 9
MAIN MOTIVES: OCTAVES IN SEMITONES

METER: 13/16 + 2/4

Bl
130-133

Restatement of the theme

FORM: A Al B Bl

MM: 134-137 138-141 142-149 150-158

KEY: G G G G

MAIN MOTIVES: SYNCOPATION AND DESCENDING MELODIC LINE

METER: 3/4 + 2/4
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Internally, the movement also suggests a multi-movement

sonata. Variation III resembles a slow movement; variation

IV, a scherzo; and variation V, the finale. In addition,

the movement can be thought of as a sonata form: 
variations

1-3 = exposition, variations 4-6 = development, and the

return of the theme suggests recapitulation. Tippett's

approach to the variation form has early 
precedents in the

variations of Beethoven. Beginning a multi-movement sonata

with a set of theme and variations can be found in

Beethoven's Sonata, Op. 26. Concluding a variation movement

with the restatement of the theme can be found in the final

movement of Beethoven's Sonata Op. 109. And finally, the

String Quartets, Op. 127 and 131 both use the bipartite

structure of the theme throughout the variation movements.

In character, the movement (Example 6) takes the

listener on a kind of world tour, both geographically and

somewhat chronologically. The musical journey begins with

the Classic-diatonic tradition of the theme, and progresses

to the central-European Romantic tradition with more

chromaticism (var. I). Next, it reverts to a strictly two-

voice contrapuntal style of the Baroque Era (var. II), and

continues with the rapid scale figuration of Elizabethan

virginal music (var. III). Then it returns to the present

time via the folk-music of Scotland (var. IV) and Indonesia
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(var. V) to the restatement of Tippett's theme."

Example 6. Tippett, Sonata No. 1.

Theme, mm. 1-8.

Allegro v.13

Variation I, mm. 26-29.

a t PO

26

dim.P

s

2 Kemp, 140.
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Variation II, mm. 51-56.

Allegro vigoroso (poco pWn mosso) -etst

Lj-

599

il bow doorm40

Variation III, mm. 76-80.

7'

Mne messo, poce maestoso i-e..
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Variation IV, mm. 91-94.

Molto allegro, scherrando t 92,:
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Variation V, mm. 116-120.
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Unity and diversity are two important 
elements to

consider when composing variations. All of the variations

are unified by the same bipartite formal structure. 
The

formal design, however, is the only aspect shared by all of

the variations. Past musical traditions and modern

tendencies permeate Tippett's treatment of harmony, rhythm,

melody and texture. This affirms Tippett's genuine

interest in diversity but also strengthens his unique

musical personality.

II. Andante Tranquillo

The slow movement is a tiny rondo which sets the

Scottish folksong, 'Ca the yowes tae knowes'
24 . I was

struck, I remember, by classical shape and simplicity.

The two sections between the three statements of the

rondo are two-part (sic) imitative counterpoint.
2
1

In this movement, the setting of a Scottish folk song in a

chorale style is followed by a polyphonic section

reminiscent of a Bach two-part invention. The formal

outline of the movement is:

FORM A B Al Bl A

MM 1-16 17-35 36-52 53-68 69-83

KEY a e g eb b eb a

The three appearances of the folk-theme are separated by two

24Searching for Lambs.

25Tippett, EMI liner notes
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appearances of the invention, which functions as episodic

material.

The two sections are highly contrasting in style and in

character. The first section 'A', marked cantabile, (Example

7) is presented in a simple, diatonic "melody and

accompaniment" style of limited range while the second

section 'B', marked dialoguando fra le due mani, (Example 8)

is rhythmically abrupt and chromatically turbulent.

Example 7. Tippett, Sonata No. 1 (II), mm. 1-16.

Andante-tranq 1110

P cantabilE (wuuzwa 'OCa)
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Example 8. Tippett, Sonata No. 1 (II). mm. 17-28.

spy.a d4@ri 6 rd ij*

P A

In the middle of the movement, these two sections join

together (Example 9) as the folk theme is embedded within

the polyphonic activity in section 'Al'.

Example 9. Tippett, Sonata No. 1 (II), mm. 33-43.

Pocof

(Pieiaae) ' ie

P d F- -F --

A -'J-
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After which, the second section appears as 'B1' once again.

As in the first movement, the opening theme 'A', with slight

derivations, is restated at the end of the movement.

Thematically, the two sections are even more closely

related. The opening motive of 'A'-- the four pitches (A-D-

E-A) in the right hand, are employed in the 'B' section as a

basis for the imitative counterpoint (Examples 7 marked "x",

and 8 marked "x"). In the 'B' section, the four pitches are

now transposed to B-E-F#-B.

Harmonically, Tippett explored tonal ambiguity as an

expressive device. Throughout the movement, the use of the

subtonic, not the leading tone, implies the natural minor

scale, or aeolian mode. The absence of G# (the leading tone

in the key of A minor) suggests modality. The secondary

chords, III and VII, hold a prominent role in creating a

subdued and ghostly atmosphere. This section ends without a

perfect authentic cadence, but, rather, with a modal

sounding mediant cadence of III to I (Example 7).

A more chromatic approach appears in the 'B' section.

Glimpses of tonal centers appear periodically; however,

functional harmonies and progressions play a less

significant role. Key changes are achieved contrapuntally,

and Tippett particularly favors third-related keys. A

popular technique during the Romantic era, mediant related
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modulations provide smooth voice leading from one section

to another as each adjacent relationship has a strong

common-tone link. The key areas explored by Tippett are e-

g-eb-b (enharmonically spelled cb), and back to eb.

Particularly interesting is Tippett's use of the tritone

relationship. Section 'Al', the climactic point of the

movement, is not in the original tonic, but in eb, a tritone

away from A minor. Here, tonal instability enhances

nervousness and anxiety. Overall, even within a tightly

structured movement, Tippett continued to explore new paths

in expression.

III. Presto

The scherzo is the most tightly knit of the four

movements and is in classical sonata form with a tough

octave opening subject and a gentle wayward melodic

fragment to contrast with it. My intention was to make

this movement the pivotal point of greatest intensity

in the whole piece.
2

As the dramatic sonata form, this Scherzo is the most

significant movement of the Sonata, and assists in

consolidating all of the movements into a tighter framework.

Tippett justified calling the entire work a sonata due 
to

this movement. His interest in the exploration of pianistic

texture can be traced to this movement. It inherits the

26Tippett, EMI liner notes
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characteristic forceful octave clashes between the hands

from the fifth variation of the first movement. At the same

time, the movement also includes serene and lyrical folk-

inspired melodies. Tippett did not place this movement

directly after the first because he felt the powerful force

of this one would overwhelm the opening movement.

The formal layout of the movement is:

Exposition

FORM FTA27  bridge STA2
1 closing

KEY b A----f# F# f#-A----f#

MM 1-10 11-21 22-27 28 41 60 63 85 97 102 107

THEME #1 #1 #2 #3 #3 #3 #4 #5 #6 #6 #5

RN I VII V

Development

KEY f# a c# e Eb A

MM 113 118 123 135 158 188

THEME #1 #1 #1 #1 #4 #2

RN v vii ii iv bIV VII

Recapitulation

FORM FTA bridge STA closing Coda

KEY b e(Eb) F b B b

MM 195 206 237 257 269 274 279

THEME #1 #2 #4 #5 #6 #6 #5

RN I iv bV I I

This is the Sonata's most structured movement, with clearly

distinctive sections. The exposition includes two

27First tonal area.

28Second tonal area

1 1 1,4 1 1 1,
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contrasting tonal areas, the first in the tonic (B minor)

and the second in the dominant (F# major). They are also

contrasting in character, with the second one presented 
in a

much more lyrical manner. In addition, the 'bridge' and the

closing' sections are applied in a standard fashion--the

'bridge' modulates to the dominant and the 'closing'

confirms and stabilizes the new tonal center. Moreover, the

development section incorporates such characteristic

techniques as imitation, sequence, and modulation to expand

and develop materials from the exposition. Finally, the

recapitulation unfolds the opening materials from 
the

exposition again and reestablishes the opening 
tonic. The

movement concludes with a short coda in the key of B minor.

Into this conventional model, Tippett integrates his

personalized traits. Throughout the exposition, four extra

thematic materials (a total of six) are presented (Example

.10). Most of the themes place an emphasis on the half step

motion.
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Example 10. Tippett, Sonata No. 1 (III), mm. 1-3, 22-24, 32-

35, 63-66, 85- 89 and 98-101.

Theme 1

(i t
Presto J.s .to

=i 40ra

Theme 2

22

Theme 3

S I-

Theme 4

i

p doics

lio
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1 4--1
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mmmm
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Theme 5

as1

psecco non legato

Theme 6

The exposition also displays Tippett' s individual handling

of the two tonal areas. Here, the contrasts between the two

tonal areas extend beyond key relationships. In the first

tonal area, tonal ambiguity is its main feature. The tonic

triad outlined in the opening measure of the left hand (and

its repetition in m. 11) is the only appearance of its kind.

While functional harmonic progressions are not completely

rejected, Tippett prefers the use of chromaticism as 
a

devise to facilitate expressive or dramatic purpose. The

second tonal area, by contrast, features triadic chords and

diatonic melodies. It is appropriately prepared with the

descending scale pattern 5-4-3-2-1, and clearly stays in the

F# tonality (Example 11).
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Example 11. Tippett, Sonata No. 1 (III), mm. 58-66.

58
A 11 6 - I
IF WOIC I.TJ
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1 1 ;;4 - 991i F i F

F=F=91 Ezil zz;i =IZ4 I -- I ; I i 1 1 =:1=7= - I I I II---- I -f7 -- - I i i I - ......I I I -A -A I L , I I

pocof

633

p dolce--

In the development section, beginning in m. 113

(Example 11), theme 1 is sequenced in four keys, beginning

with f# as a gesture toward the classic dominant, to a, c#,

and e. The keys chosen are a part of a mediant cycle, and

they constitute a process that was fairly common during the

Romantic era. Stylistically, this cycle features a powerful

rhythmic drive and non-functional harmonic progressions.

The prevailing effect unites tension and drama in a familiar

technique.
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Example 12. Tippett, Sonata No. 1 (III), mm. 109-139.
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The recapitulation is a condensed version of the

exposition and proceeds quickly, without the bridge, 
to the

second tonal area. This area, it settles in the key of F, a

tritone away from B minor. Not only is the key of F the

farthest away and the most remote key to B minor, but it

creates disorder and instability less associated with

recapitulation. F major eventually leads to F#, dominant of

B minor. Finally, after wandering in and out of other keys,

the movement stays in the key of B minor (briefly in B

major) until the end, which brings the much needed tonal

stability. The movement maintains tonal stability in the

key of B minor from the closing of the recapitulation until

the end.

The overall tonal scheme of this movement enhances

tonal ambiguity and proclaims Tippett's gradual movement

away from a traditional approach to tonality. Throughout

the movement, tonal areas that are not typically explored in

the sonata setting are pursued by Tippett. First, the key

of A major (theme 2) reflects his lifelong fondness for the

subtonic chord. In the recapitulation, before moving to the

STA, Tippett briefly settles in the key of Eb, the subtonic

chord of F major. Second, Tippett's interest in exploring

in parallel minor keys are represented in both the

exposition and the recapitulation. In the exposition, F#
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major modulates to F# minor, and in the recapitulation, B

minor is briefly transformed to B major. Finally, the most

interesting tonal relationship within the movement is

Tippett's use of the tritone relationship. In addition to

the already mentioned tritone relationship in the

recapitulation, Tippett parallels its appearance in the

development. Towards the end of the section, theme four

appears in the key of Eb major and leads to the key of A

major, a tritone away. The exploration of unexpected tonal

areas asserts Tippett's interest beyond conventional

tonality. Arguably the most important movement of the

entire Sonata, this striking Scherzo represents Tippett's

integration of his tonal vocabulary within the traditional

formal structure.

IV Rondo Giocoso Con Moto

The last movement is also a rondo, with slightly jazz

theme. This is not true jazz, but only a flavor,

attributable to the great interest in jazz I had at the

time. If I were doing the same sort of thing now I

would probably use a blues, but thirty years ago the

classical influence was too strong for that. On the

other hand, the classical preoccupation gives some sort

of unity to the diverse elements: rhythmic variety,

gaemelan gongs, folktune, two part invention, jazz

ect... All the influences a young man collects during

the making of his personal style. The sonata already

bore this personal style unmistakably. So it was

fitting start to the works that were to follow.
29

29Tippett, EMI liner notes.
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The last movement is a lightweight, almost jaunty rondo,

emphasizing pianistic bravura. Its most obvious feature is

its nod in the direction of jazz. The rondo theme recalls

the rhythm of the cakewalk. Though overtly jazzy at times,

elsewhere the musical language is decidedly European, and

Tippett's integration of jazz does not overwhelm his own

musical style.

The last movement actually combines elements of both

sonata and seven-part, double digression rondo form. The

formal outline is:

Exposition Development Recapitulation Coda

A B (A) C A B A

1-31 33-50 51-56 57-84 85- 105 138
G D Eb Bb G

G:I V VI bVI bIII I
Eb: I V

After completing the opening twelve bars, Tippett uses the

variation procedure internally, as he did in the first

movement, elaborating the repeat of the first theme (Example

13).

Example 13. Tippett, Sonata No. 1 (IV), mm. 1-3, 13-15.

J Om1io0gil)COSO con 1rut~O 71

1
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Example 13. Tippett, Sonata No. 1 (IV) , mm. 1-3, 13-15

(continued).

. / dolceP

When the theme is repeated twice (completing the 'A'), a

rhapsodic interruption appears out of nowhere (Example 14).

This section is reminiscent of the sudden interruption in

the first movement of Beethoven's Sonata, Op. 109.

Example 14. Tippett, Sonata No. 1 (IV), mm. 22-25.

in tempo
22

TfpL 1

23

pp f~~.------..=* en.

lenu.

I

I
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Beethoven, the composer who influenced Tippett the most,

made a strong impression not only formally but also

pianistically. Traditional tonic/dominant relationship is

presented with the 'A' section in G(I) ,and the 'B' in D(V).

The key of the closing at the end of 'B' is less clear.

Melodically driven; this section eventually leads back to G,

before moving 'on to Section 'C'.

The 'C' section does not develop earlier materials, but

rather presents and continues the rhapsodic idea used

earlier. In measure 57, Tippett creates a new level of

tension by introducing completely new materials. This

section resembles a cadenza with its virtuoso passages and

rhapsodic figures

(Example 15).

Example 15. Tippett, Sonata No. 1 (IV), mm. 56-66.

a tempo rubato
pococalando

56 IO -1-0 A
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Example 15. Tippett, Sonata No. 1 (IV), mm. 56-66

(continued).

--, in tempo normale

Again, as in the third movement, Tippett uses a chain of

thirds to direct this sequence and to establish stability

despite what appear as random flourishes. Thus, he moves

downward from E through A-F#-D#(Eb)-G (Example 15) which

becomes the V of C. In measure 65, Tippett briefly presents

new materials in this key before returning to the rhapsodic

idea. This time thirds do not dictate the sequential

movement. The key centers are less stable, but the motion V-

I is still used, moving from A(V) to D(I).

In example 16, the four measures preceding the return

to the 'A' section serve as a 'dominant' pedal. The tonal

center is clearer and establishes the tonality of B leading

to the key of Eb (a major third away from B) . Again,

Tippett' s choice of keys is determined melodically and
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follows a Romantic rather than a traditional classic scheme.

Only the varied repetition of the first theme is stated in

the recapitulation and moves to the 'B' theme, this time

leading to the key of Bb (dominant of Eb). The rhapsodic

closing leads to an expanded coda.

Example 16. Tippett, Sonata No. 1 (IV), mm. 81-84.

As in the first and the second movements, the finale

also ends with a slightly varied restatement of the opening

material. This cyclic approach provides unity to the

movement. The colorful ninth chords (Example 17) that

conclude the Sonata reflect the beginning of Tippett's

lifelong interest in American music. Thus, a mixture of

jazz and nineteenth century European music proved to be an

interesting combination in this movement.
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Example 17. Tippett, Sonata No. 1 (IV), mm. 147-151.

rAt

149

S~i -4R
:T.____________I___
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Contrapuntal Techniques

Tippett's preoccupation with counterpoint began 
early

in his career and remained an important element 
of his

musical style throughout his compositional career.

Stimulated by Charles Stanford's Musical Composition,

Tippett focused on the development of his counterpoint

technique. The single sentence that made a lasting

impression on young Tippett was, "The first principle to be

laid down is...to study counterpoint to master harmony."
30

In his interview with Richard Dufallo, Tippett replied, "I

really belonged to a polyphonic world which was possibly

English in temperament and that means you 
make all sorts of

sounds by different means, and they cannot be categorized.

Purcell was the same."
31

Sonata No. 1. demonstrates Tippett's initial attempts

at gaining expertise in contrapuntal technique. Featured

prominently in the first movement is his application of

inverted and invertible counterpoint. Variations II and IV

(Example 18) exemplify Tippett's counterpoint technique.

Here, Tippett's intentions are clear when the switching 
of

30Charles Stanford, Musical Composition (New York: The

MacMillan Company, 1911), 35.

31Richard Dufallo, Trackings (Oxford: University Press,

1989), 364.
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the voices occurs. Tippett marks the score with 'prominent

bass' when the left-hand line becomes more important 
and

with 'normal bass' when the right hand is more important.

Furthermore, when the hands exchange counterpoint, the

"accompanying" line also inverts.

Example 18. Tippett, Sonata No. 1 (I), mm. 55-56, 59-60

(var. 1), 91-92, 95-96 (var. IV) .

I basso promisnlte

ii basso wormale

Molto allegro, scherzando c.-92--
98. . . . . . ...........................................................

91jjO-4-

il basso un poco prominent

F

- -- I I I I-Mmoollm. 1 11 .'' , I
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The second movement also exhibits Tippett's 
intricate

use of contrapuntal activities. In the 'B' section, two

tightly-woven, independent lines intermingle within a highly

chromatic framework. The general impression given by this

section is that of a Bach two-part invention. 
Whether that

was Tippett's intention or not, the prominence of the

imitative counterpoint unveils Baroque influence. 
Later in

the movement, Tippett added the transformed melody of the

opening to this contrapuntal texture. 
The result is a

supreme synthesis of contrasting sections.
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Rhythm

Compared to other parameters in music, 
rhythmic

innovation developed at a much slower pace 
throughout the

nineteenth century. Most composers did little to develop

the expressive and structural potential of rhythm and were

content to accept the regular 3/4 and 4/4 bar 
as the basis

of rhythmic articulation." Rhythm played a much more

prominent role in the music of the twentieth 
century. More

composers were willing to explore its complexity 
and

flexibility and as a result, new rhythmic and metric effects

were produced.

In the review of the first recording and score of

Tippett's Sonata No. 1, William Glock proclaimed "a new

sense of rhythm gained chiefly from relationships 
with music

outside of the Viennese period and all that can be 
connected

with it".33  The "new sense" Glock referred to was Tippett's

successful assimilation of twentieth century rhythmic

procedures within his Beethovenian formal 
structure and his

naturally melodic style. Tippett added to his predominantly

linear musical texture: asymmetrical grouping of beats,

32Kemp, 97.

33The Observer, 25 April 1943, reprinted in American Music

Teacher, p.36

................
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uncommon time signatures, and multi-metric time signatures.

At the core of Tippett's rhythmic style is 
his

exploration of the additive principal, 
an asymmetrical

grouping of beats comprised of disproportionate 
patterns of

two and three. Stravinsky, who may not have been the first

composer to use this procedure, is, nevertheless, credited

as the first to use it substantially. There is a

fundamental difference, however, between Stravinsky's and

Tippett's rhythmic approach. In Stravinsky's music, rhythm

is an overwhelmingly dominant feature. With Tippett, rhythm

is dictated by the irregular contour of the melody and

melody is of primary importance.

Tippett's Sonata No. 1 demonstrates his early

application of the additive technique. 
Through the use of

additive rhythm, Tippett was able to obtain a more flexible

grouping of beats, which allowed him to create a non

periodic, more continuous and smoother flow in melody,

similar to English folk melodies. English folk melodies

employ irregular rhythms, and they tend to follow the

natural rhythm of the words rather than rigid metric 
system.

All of the movements contain melodies that show influences

from English folk song tradition. The second movement

34David Matthews,Michael Tippett: An Introductory Study

(London: Faber and Faber, 1980), 26.
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employs an actual Scottish melody, 'Ca the Yowes tae

knowes'. These melodies preserve and continue the sixteenth

century rhythmic principles into the twentieth century.

Other examples of asymmetrical groupings are also

illustrated in the first movement. Tippett was clearly

determined to preserve the idea of irregularity. The number

'five' offered him possibilities of irregular groupings of

two and three; and he used this combination throughout the

movement. The meter of the theme, for example, is 3/4 +

2/4. The opening phrase lasts five measures, but with an

elision into its repetition. The first variation uses 3/4 +

5/8 (which breaks into 2/8 + 3/8). Quintuple rhythm

dominates the first variation, and this movement also

contains five variations.

Tippett's rhythmic usage in the first movement shows

his knowledge of the typical classical practice of assigning

a single rhythmic gesture throughout an entire section.

Example 19 illustrates Tippett's approach. Variation I

employs J Jfigures, Variation II resorts to syncopation

exclusively, Variation III uses running scale patterns

(similar to English Virginal music), Variation IV is

dominated by dotted rhythm, and Variation V displays steady

alternating octaves in half steps. All rhythmic figures

highlight individual characteristics of each variation.
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Example 19. Tippett, Sonata No. 1 (1).

Var. I, mm 26-27.

at PO N-
26 ..

-s -5 -

Var. II, mm 51-52.

Allegro vigoroso (poco piii mosso) .15

51p 0 06

(~j ~~ PO-WA____ ___ ____ ___
I I Kl y I I

Var. III, mm 76-77.

Mono mosso, poco miostogo 44 
76 

NAu fcadahile

AF

-NW

Var. IV, mm 91-92.

Molto allegro, scherzando o'= c.1,92

p ieggero-

J -

r~s s- - L- .0

7- - a ff, rI p

I
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Var. V, mm 116-117.

16 Allegro moderato J c.to

ppO ce

poco marcato

Tippett also instigated uncommon meters in Sonata No.

1. Within the first movement alone, his unconventional

choice of meters is as follows: 3/4 + 2/4 (theme), 3/4 + 5/8

(var. I), 4/4 + 2/4 (var. II) 3/2 + 3/4 (var. III), and

13/16 + 2/4 (var. V) . Only variation IV is solely in 4/4.

Furthermore, even within the confinement of an established

meter, Tippett changes emphasis to accommodate the shape of

the melodic line. In the last movement, Tippett creates

innovation with irregular groupings and accents on weak

beats, although remaining in a conventional 2/2,. In the

second movement (Example 20), the original meter 2/4 changes

to 3/4 and even to 5/8 to accommodate the expressive but

asymmetrical melodic line.

Example 20. Tippett, Sonata No. 1 (II), mm. 53-56.

a tempo

53 - - -

espr. dialogUand cmezza -voce) uasi arpegiando
1iasape- 

ad
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In the third movement, Tippett uses rhythm to create

intensity as well as lyricism. The sharp, bare octaves of

the first theme contrast highly with the running lyrical

melodic lines of the second. Moreover, the vertical

movement of the first theme exhibits diversity from the

horizontal movement of the second (Example 21). The driving

octaves presented in the opening measures give momentum and

power to this highly structured movement.

Example 21. Tippett, Sonata No. 1 (III), mm. 1-3 and mm. 63-

66.

Presto J.--c.16

/ marcato

pdolce

Example 22 shows two contrasting meters of the second theme,

distributed between the hands in the second theme. In mm
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63-77, the right hand is in 3/4 while the left remains in

6/8. Then the hands exchange meters in mm. 79-84.

Example 22. Tippett, Sonata No. 1 (III), mm. 237-251.

237

The finale shows Tippett's jazz influence. Although in

2/2, Tippett uses irregular groupings and a flow of unevenly

distributed accents to create a "ragtime" rhythm. As with

the rest of the movements, Tippett' s usage of rhythm is

determined by the character of the movement. Here, the

mixture of jazz and central European tradition provides a

distinct personality.-

Sonata No. 1 illustrates Tippett' s interest in the
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rhythmic possibilities of asymmetrical patterns of two and

three in uncommon time signatures. Stravinsky may have

started a revolutionary rhythmic trend, but Tippett brought

to it new possibilities of expression.
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Harmony and Tonality

Tippett openly defended the classical tonal system

early in his career, and always used it, if freely."

Within the limits of tonality, harmonies move freely and are

conditioned more by the expressiveness of the melodic

contour than by harmonic function. Functional harmonic

progressions, bass lines or melodic shapes 
deriving from the

triad play a less important role in Sonata No. 1.

Tippett's harmonic vocabulary arises partly 
from church

modes. The absorption of the modal mixtures within a major-

minor scale system grants him a full chromatic range of

pitches, intervals and chords. Moreover, the modal

influence affords a wider scope of contrasting harmonic

colors and flexibility in Tippett's overall harmonic

approach. One should not, however, attach a 'school' or

system to Tippett's usage of harmony and tonality. 
He

belonged to none. In measure 35 of the first movement

(Example 23), Tippett uses all twelve pitches of a chromatic

scale, for a highly unusual sound. The effect, however, is

still essentially tonal due to the overall melodic 
contour

of the phrase.

3 Bowen,92.
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Example 23. Tippett, Sonata No. 1 (I), m. 35.

"***......*.. 0*.................. **........ " 
...... 35.leggero staccato

Tippett's concurrent application of modal substitute

notes and their diatonic equivalents calls back melodic

lines and harmonies resulting from a fusion of the subtonic

seventh scale degree, as found in composers from Tallis to

Byrd, to Purcell. Example 24 represents Tippett's fondness

for this particular modal technique. In the "key" of G

major, the F-natural hints at mixolydian mode.

Example 24. Tippett, Sonata No. 1, mm. 65-66 (1).
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Example 24 (cont.). Tippett, Sonata No. 1, mm. 1-3 (IV).

Rondo giocoso con moto 7

Another example of Tippett's strong connection to the

church modes is his setting of a Scottish folk melody in the

second movement. The absence of G# in the melody indicates

aeolian mode as opposed to harmonic minor. Tippett's

harmonization of the melody, also without G#s, confirms the

modal use (Example 25) .

Example 25. Tippett, Sonata No. I (II), mm. 1-8.

I Andante tranquillo 4=a.44

Because of Tippett's strong allegiance to the sonata

structure, diatonic harmonies dominate his overall harmonic

framework in his Sonata No. 1. Even after highly chromatic
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passages toward the end of each movement, 
Tippett still

achieves tonal cohesion and stability by returning 
to the

appointed key. The first movement ends clearly in G Major,

the second in A Minor, the third in B Minor and the fourth

in G Major. All of the movements function within an

established tonal framework.

Other traditional usage associated with the sonata

structure is the presence of a tonic and its motion to the

dominant. Tonic/dominant relationships provide a much

needed harmonic as well as structural foundation. The

second themes of each of the last two movements, which are

in sonata form, are both in the dominant key-- movement III

in F# (V of B Minor) and movement IV in D (V of G Major).

If the motion from dominant to tonic creates tonal

stability, than the process of moving from the tonic 
to

dominant creates diversity. Tippett was more interested in

the quality and color of the pitches, intervals, and scale

patterns rather than function; and therefore, modulation

often occurs without a pivot chord or a functional

progression. Example 26 illustrates modulation to D Major

in the fourth movement. It incorporates free moving

rhapsodic scale patterns and arpeggios that eventually lead

to D Major. The modulation is accomplished melodically, not

harmonically. Other melodic modulations are selected
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because of their ability to create colorful sonorities and

to divert attention away from strong rhythmic impulses and,

instead, to the melodic lines.

Example 26. Tippett, Sonata No. 1 (IV), mm. 29-34.

.........................
29 Ot A ___ ___ __At__AL.

Still, Tippett' s most recognizable trait remains his

melody. Tippett declared:

Though the music (Sona ta No. 1) is percussive enough to

make us fully aware of the fingers on the keyboard and

hammers at the 'strings (something I had learned

especially from hearing Scarlatti), the lyricism of the

melodic line is really the strongest element."
3

As with rhythm, harmony serves the melody. He preferred

polyphonic texture to homophonic texture. When his

harmonies

36Tippett, EMI liner notes.
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are not functional, then, at least they are presented in a

manner that can be explained melodically. "He has simply

made them correspond with his own expressive instincts.""

He developed his own methods of attaining cohesion within

the design of each work. His harmonic and formal procedures

do not fit into an established systematic practice of one

kind or another, but are used in ways that suit his purpose.

37Kemp, 93.



CHAPTER 5

CONCLUSION

The revival of English musical life in the twentieth

century has made a significant impact in the history of

music. Performances of English music have noticeably

increased, and many works are now part of the standard

twentieth-century repertoire. Compositions for the solo

piano, nevertheless, remain considerably few compared with

other areas of music. Even England's most influential

composers Benjamin Britten, Ralph Vaughn Williams, and

William Walton have contributed no substantial works for the

solo piano.

At a time when his English contemporaries paid little

attention to the genre, Tippett composed piano sonatas that

carried on the traditions of Beethoven. Franklin Bridge,

Arnold Bax, and Constance Lambert, who did write sonatas for

the piano, had little interest in structural expansion and

composed sonatas that were uninspiring and unimaginative.

By contrast, Tippett's four piano Sonatas reflect his

71
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genuine interest in the expansion of 
a formal structure.

Already evident in Tippett's Piano Sonata No. 1 is his high

regard for the instrument. As the review of the premiere

that appeared in the Times stated:

Here is someone who did not insult the piano either by

treating it as an overgrown dulcimer in the modern

manner or by writing merely pianistic music as

virtuosos do... Tippett's music has Beethoven's quality

of being thoughtful and still remaining in love with

the instrument of its execution instead of halting or

despising them as many modern composers appear 
to do.

Beethoven's strong influences powerfully inspired

Tippett's own growth as a composer. His preoccupation with

formal structure and its constant development became an

important part of the Piano Sonata No. 1. Furthermore,

Tippett skillfully integrated sixteenth century polyphony,

moved away from tonality, renewed interest in counterpoint,

incorporated popular music, and experimented with rhythm.

What makes Tippett's first Sonata distinctive is not just

his obvious practice of borrowing elements from other eras,

but his use of various influences as a tool to develop his

own vocabulary.

He developed his own methods of attaining cohesion

within the sonata structure by utilizing a multiplicity of

techniques. The result is a kaleidoscope of facets

38Weekend Concerts: "English Chamber Music" Times (London),

Nov. 14, 1938. Reviewer unknown.
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reflected in his Piano Sonata No. 1: formal unity,

intriguing contrapuntal activities, lyrical melodies, and

subtle harmonic color.

In conclusion, Tippett wrote his Sonata No. 1 at a time

when music history was reaching a new phase. The

transformation brought not only past traditions to a

foreground but also modern tendencies to England. Tippett's

approach to his Sonata reflects a unique 
synthesis of the

past and the present. The final product is not just

eclectism but a fertile and imaginative amalgamation of past

traditions and present modernism.
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